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SPECIAL PREFACE. 



The present work is the outcome of a request, addressed to 
me by the Council of the Boyal College of Music some years ago 
(as the Professor responsible for the teaching of Harmony and 
Counterpoint in that Institution), that I should prepare a Manual 
of Harmony for use in the College. 

Begnn then, its completion was unfortunately delayed by my 
many and growing engagements, and I found it necessary to ask 
the aid of my pupil and former assistant. Dr. Sawyer, who has had 
much experience in teaching this subject, in order that the desired 
task should be completed. 

I have thought it right to couple Dr. Sawyer's name with my 
own on the title-page, as only fair to one who has devoted so much 
time and rendered so much valuable assistance in the preparation 
of this work. 
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GENERAL PREFACE. 



This Harmony Course is designed to provide students with 
practical mstruction, free from all philosophical or acoustical 
arguments. It is based on existing systems, mainly those of Goss 
and MacfEuren, and advances no new theory. 

Believing that the teaching of harmony should not be a purely 
mechanical and mathematical process, the authors have aimed at 
a higher and more artistic result — ^viz., the " creation " of harmony 
by the student. To this end the exercises in each chapter are 
divided into three groups — 

Firstly, those in which the figured bass is given and in which 
the student has, therefore, to add the upper parts. 

Secondly, those in which the melody only is given and in 
which the student has, from the very outset of his work, to consider 
the formation of his bass, that most important of all things in 
music. 

Thirdly, those in which nothmg is given, and he has himself 
to '* create '* the whole passage of harmony, choosing his chords 
and manipulating them accurately in accordance with the instruc- 
tions given. 

It is claimed that by this method more artistic results will be 
achieved, and also that the student will be more thoroughly 
equipped. 

With regard to the method of using this book, the Harmony 
Glasses at the Boyal College of Music are divided into five grades. 
To conform with this division the book may be thus partitioned : — 

Grade 1 . Chapters I. to VIII. 
Chapters IX. to XIV. 
Chapters XV. to XIX. 

Chapters VI., XI., XII., XV., XX. and XXI. 
Chapters XXII. to XXIV. 

F. B. AND F. J. S. 
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Grade 2 
Grade 3 
Grade 4 
Grade 5 
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HARMONY. 



CHAPTER L 

INTERVALS. 

1. An Intebval is the difference in pitch between two 
sounds. Intervals are reckoned upwards, unless the contrary 
is stated. 

A Unison is one note sonnded by two or more Yoices or instnunents at the 
aune time. Thongh not strictly speaking an interval, it is considered as 
nch in the constraction of chords. 

2. A Semitone is the smallest interval used in music. 

A DuTONio Sbiotonb is expressed by ttoo letters; as A, B flat. A 
Ohbokatzo Sbhttonb by one letter ; as, A, A shai^. 

8. A Tone is equal to two semitones ; as G to D, or E to 
F sharp. 

4. Intervals have two names : — 

a. NuMEBicAii Name derived from the mmber of degrees of 
the scale between the lower and the upper notes inclusive. 

b. QuAiiiFYiNO Name depending upon the absolute size of 
the interval. 

5. To find the Numebioal Name. — Count the letters included 
between the two notes ; as, G to F (four letters included: c, d, 
e, f), a fourth. G to B (seven letters included : c, d, e, f, g, 
a, b), a seventh* 

The Numerical Name takes no cognizance of sharps or flats in the 
intenral, thns : — 



DtoF 

DtoF| 
DtrtoF 

D|7toF|; 



are all thirds. 
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2 HABMONT. [OEAP. I. 

6. To find the Qualifying Name. — Take the major scale as 
the standard of measurement. The intervals that arise 
between : — 

The keynote and fourth degree, 

The keynote and fifth degree, 

The keynote and octave 

The onison or prime is also included amongst the Perfect Intervals. 



are Perfect Intervals. 



Example of Perfect Intervals in C major. 



$ 



zoo 



1st. 4th. 5th. Sto. 

The intervals that arise between : — 
The keynote and second degree, 
The keynote and third degree, 
The keynote and sixth degree. 
The keynote and seventh degree 



are Major Intervals. 



ExampU of Major Intervals in C major. 



i 



lEC 



2nd. 3rd. 6th. 7th. 

All major scales being alike in form, it follows that that which applies 
to C major applies to all major keys. 

7. If a Majob Interval is made a chromatic semitone 
smaller it becomes Minor. 

Major drd, if made smaller, becomes Minor Srd. 
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CHAP. I.J INTERVALS. 3 

8. If either a Minob or a Pebfect Intebval is made a 
chromatic semitone smaller it becomes Diminished. 

Minor 3rd, if made smaller, becomes Diminished 3rd. 



i 



Perfect 5th, if made smaller, becomes Diminished 6th. 

9. If a Majob or a Pebfeot Intebval is made a chromatic 
semitone larger it becomes Augmented, 

Major 6th, made larger, becomes Augmented 6th. 
Perfect 5th, made larger, becomes Augmented 5th. 

#-^ir— y-fc 

10. Invebsion of an Interval occurs when the lower note is 
placed an octave higher, or the upper note an octave lower — 

Interval. Inversion. 



1=^- i 



IZ2Z 



11 . To find the Numebioal Name of Invebsion. — Subtract the 
interval from 9, since each interval added to its inversion will 
make up that number. Thus, the interval of a third when 
inverted becomes a sixth. 

12. To find the Qualifying Name of Invebsion. — Perfect 
intervals remain perfect. Major become minor ; minor become 
major. Augmented become diminished ; diminished become 
augmented. 



Digitized by VjOOQ IC 



4 HABMONY. [CHAP. L 

18. Olassifigation of InTEBYAIiS. 

Intervals are classified in three different ways : — 

a. Simple and Compound. 
Simple Intervals are those within the compass of an 
octave. 

Compound Intervals are those beyond an octave, as they 
may be considered as an octave, plus a simple interval; 
thus a tenth is an octave, plus a third — 
8Ye + 3rd = 10th. 
r. H '' 



b. Consonant and Dissonant. 

The Consonances are the major and minor third, the 
perfect fourth (with certain restrictions explained at the end 
of this chapter), perfect fifth, major and minor sixth, and the 
octave. 

Consonances are sub-divided into Perfect and Imperfect— 

Example of Perfect Consoncmces. 



$ 



Perf. 1st. Peri: 4th. Perl 6th. Perf. B\e. 
These perfect intervals, when inverted, remain perfect. 
Example of Imperfect Consonances. 



$ 



-8- 1^-8- 



S 



Maj. 3rd. Min. 3rd. Maj. 6th. Min. 6th. 

These major and minor intervals change their character 
when inverted — major become minor and minor become 
major. 
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5 



The Dissonances are seconds, sevenths, and ninths, 
together with all augmented and diminished intervals^ 

Intervals that have two forms, both of whioh are consonant or dissonant, 
are described as "major" and ** minor*' in those two forms. Thtui 
miy'or and minor thirds and sixths are consonant, and major and minor 
sevenths and ninths are dissonant. Intervals which have only one normal 
form are called perfect ; thns fourths and fifths lose their consonant character 
on being reduced a semitone, and become dissonant. 

The chief distinction between consonances and dissonances lies in 
the fact that the former may be nsed toithout entailing any farther pro- 
gression; whereas the latter absolutely require to be followed by another 
chord on which the dissonance may be, as it is termed, " resolved." A chord 
containing the perfect fourth, between the bass and an upper part, as in 
a or 5, is not free in its progression as is a concord. In such cases the 
fourth is a discord. When the fourth is between the upper parts, as at e 
or (2, the progression is free, as in both instances the fourth is a concord. 



i 



w^ 



znz 



~rr 



IZ2I 



6. 



^ P^ 



$ 



^ 



^f 



1=8= 



S2= 



izr 



c. Diatonic and Ohbomatic. 

Diatonic Intervals are those formed by the notes of the 
diatonic scale. 

Ohromatic Intervals are those formed only by the aid of 
the chromatic scale. 

Diatonic Scale. — One ascending or descending alphabetically by tones 
and diatonic semitones. The harmonic minor scale, though containing an 
augmented second, is usually classed as diatonic. 

Chromatic Scale, — One progressing entirely by semitones — diatonic or 
chromatic. 
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Exercise 1. 

a. Give the perfect consonant intervals in the keys of E 
major and F major. 

b. Give the imperfect consonant intervals in the keys of D 
major and B flat major. 

0. Give examples of simple and compomid intervals £rom 
the note D. 

d. Write the consonances from the note A. 

e. Write the dissonances from the note E flat. 
/. Write the diatonic intervals from the note G. 
g. Write the chromatic intervals from the note F. 

h. Name the following intervals and indicate those that 
are consonant and those that are dissonant. 



i 



ini 



^^ 



^ 



^^^ 



*= 



z:r 



$ 



jton 



igtaz 



^ 



itn^ 



i>y^ 



Ctt2= 



i^~ 



w^ 



s 



|8 Itfe 



in: 



32^ 



-TJ- 



mm 



m 



hsh- 



I22« 



ifaa 



$SE 



*. Write minor thirds from C, G sharp, B flat, A flat; 
Augmented fourths from D, F sharp, A flat, B ; 
Diminished fifths from G, C sharp, G flat, E ; 
Augmented sixths from G, E flat, F, A ; 
Minor sevenths from E, F sharp, D flat, F flat ; 
Minor ninths from B, D, E flat, F sharp. 

j. Invert the intervals in Exercise h. Name the inversion, 
and indicate whether consonant or dissonant. 
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CHAPTER n. 

TRIADS.— MAJOR SCALE. 

14. EL&BMONT. — ** Two or more appropriate melodies per- 
formed together, and said to be in two or more parts, 
according to the number of melodies used." — Ooss. 

" MbiiOdt.— Notes in Buccession.'* " Habmont.— Notes in combination." 
— Mac/arren. 

15. Chobd. — " The simultaneous occurrence of several 
musical sounds producing harmony " (Sir Hubert Parry, in 
Grove's ** Dictionary of Music and Musicians," Vol. I. 
p. 852) ; further called— 

Concord. — When consisting entirely of consonant intervals 
(see Chap. I., par. 18 b). 
DiSGOBD. — When containing one or more dissonant intervals. 

16. The Science of Harmony explains the progression of 
chords. 

The term ** Thorough BasB '* was formerly used, but it more appro- 
priately describes " Figured Bass " — t.e., the practice of denoting by 
figures and other signs, placed over or under the bass, the yarious chords 
intended. 

17. BuLES IN Harmony are laid down in order to teach the 
student to avoid bad progressions, or chords producing 
unpleasant effects. Rules in harmony must not be regarded 
as absolute and arbitrary, but as generalisations to which, 
though true in the main, the experienced musician can find 
many exceptions. 

18. A Triad is a chord consisting of a note with its third 
and fifth. 

a. Triad of C: C, E, G. This is a Major Triad, since it 
consists of a major third (0 — E) and a perfect fifth 
(O-G). 
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b. Triad of A: A, 0, E. This is a Minor Triad, since it 

consists of a minor third (A — 0) and a perfect fifth 
(A-E). 

a, b. 



^^ 



W 



Triad of nujor. Triad of A minor . 

1/ 19. A common chord is said to arise when the triad is 
written in fonr parts (one note of the triad being doubled). 
In ordinary use, however, the words " triad " and "common 
chord " are synonymous. The bass of a triad is best adapted 
for doubling. Occasionally, instead of the octaye of the bass, 
the octave of the fifth may be added. The third is seldo»i 
thus doubled, particularly if it be a major third, and never 
if it be the leading note. 

20. There are two methods of writing harmony^ — viz., in 
ofen seore and short score. In open score each voice is written 
on a separate staff. Three G clefs and an F clef may be 
used, as at a ; or a G clef, two clefs (for alto and tenor), 
and an F clef may be used, as at b. The latter form is 
preferable. In short score the four parts are written on two 
staves, as at c. 



SOPBANO. 



Alto. 



Tenob. 

(anSre 

lower.) 



Bass. 



If, in short score, the soprano and alto are written on the 
upper staff, and the tenor and bass on the lower, the method 
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cf writing is said to be <' extended " (see d below). In this 
case, the stems of the notes of the upper part should be 
turned up, those of the lower part turned dotm. 

If three parte are placed in the upper and only the bass in 
the lower, the method of writing is said to be <' close " (see e) — 

^ Extended. ^ Close. 



"cr 



-Tj- 



:«= 



^ 



m: 



~P" 



T3" 



IZ2Z 



s 



-TJ- 



33: 



i 



The student is warned that ** close position " is not good in 
vocal writing, since it leads the inner parts out of their proper 
compass. The following should be regarded as the usual 
range of the four voices : — 

Soprano. Aiito. Tknob. Bass. ^ 

Q 



^ 



^Si^ 



ZtCfZ^H 



Iter 



— c? 

The more equidistant the parts are from each other, the 
fuller and richer will be the effect. When unequal distances 
between the notes are necessary, the larger intervals should 
be between the lower parts. 

21. When necessary, the fifth or octave may be omitted 
and one of the other intervals doubled. The third is never 
omitted except for some special effect. (See the last chord of 
Mendelssohn's four-part song, ** A cold frost came **) — 



i 



321 



"CT 



Ty 



IZ2Z 



"73" 



~Q~ 



i 
i 
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^ 22. The common chord may be indicated by all or any of the 
figures S ; it is, however, usually wnfigured. An unfigured 

bass note is, therefore, the bass of a triad or common chord. 

23. The common chord is usually written for four voices, 
thus — 

Bass (from Latin, bassus, " the lowest "). 

Tenor (from Latin, teneo, ** I hold"), the next above the 
bass, so called because it formerly ** held " the air. 

Alto (from Latin, aZ^i^s, "high'*), the voice between the 
soprano and the tenor, so called because to it was formerly 
assigned the highest part sung by men. 

Soprano (from Italian, sopra, " above"), the present highest 
or upper voice. 

The Pbimaby Tbiads. 

24. Thb Tonio Triad. — The most important chord in the 
key is that situated on the first degree of the scale, which 
degree is called the Tonic (i.e., the ** tone-giver"). 

25. The Dominant Tbiad. — The chord which stands in 
the nearest relationship to the tonic triad is that based on the 
fifth degree of the scale, called the ** Dominant," from the 
dominant or ruling power it exercises over the key. 

26. Eules for Chord Connection, to be observed by 
beginners : — 

Notes in common between two chords are to be kept in 
the same part (see a). Notes of the same name, but 
varying in pitch, should be kept in the same part (see b). 



$ 



* 



zd: 



m 



"P" 



-4-aZ 



f" ^ 



zrxi 



^ 



■^aA \kA d 



I 



^ 



^ 



zrsL 
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Each note should proceed to the next nearest note in the 
succeeding chord. 

Consecntiye perfect fifths and consecntive octaves, or 
unisons, between any two parts, are strictly forbidden. 
Consecutive fifths and octaves by contrary motionf although 
allowed by some writers, should also for the present be 
avoided. 



Forbidden Progressions. 



<i_i 



I , ,!l l ;l , l || ' ' ll ,l | ^ ll ;l^ ^ 



f f"'!' ?\ r 






Fifths. Kflhs. OctaYeg. Uiuboiib. (Kfthg. Qctavoa. 

\ Contrary motioii. 

OoiuweatiTe fifths are two different fifths — 



The repetition of the same fifth is not wrong — 



OonsecntiTe fifths between a perfect fifth and a diminished fifth are 

satisfiaetory in four-part harmony if the perfect fifth comes first and the 

diminished last — 

Oood. 



They are nnsatis&otory between treble and bass if the diminished oomes first 
and the perfect last, but are* fireqnently used between two upper or two middle 



Bad. 



The ehief reason for their nnsatisfactory sound is that the disoord of the 
diminished fifth is not resolved in the latter example. (See par. 40.) 
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OooseoiitlTe po&et foutiiB, between the bass and anoUier 'pazt, aie not 
good (see a). They are allowed if the second fonrth is an aagminted fotnrth 

ConBecntiTe sefionds, Bevenths, and ninths, between any two parts, are also 
bad (see b). 

A second may not pass to a unison (see e). 

Parts should not oyerlap— t.e., a lower part shonld not pass to a note above 
tbat preTionsly heard in a higher part, nor should a higher part pass to a 
note below that preTionsly heard in a lower part (see d) : — 




Passages in which a whole melody is donbled by another yoioe or instni- 
ment are not wrong. 

27. Gonsecutiyes can best be avoided by making the parts 
proceed by contrary motion. 
Motion is of three kinds : — 

CoNTBABT. — One part ascending while ihe other descends. 
SnaLAB. — Two or more parts progressing in the same direction. 
Obuqxje. — One part moying while the other remains stationary. 



Conlarary. 



Similar. 



Oblique. 




28. Hidden conseoutives arise through a progression by 
similar motion to a perfect concord (octaye, fifth, or prime), 
and should generally be avoided between the extreme parts — 



P 



I22Z 



32= 



-^ CL. 



32= 



IZ2= 



"T3~ 



^ 



-rs- 



An e»seption to this rule occurs when the apper part mores one degree 
and the lower part skips a fourth or fifth. 
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29. Connection of the Tonio and Dominant Triads by the 
above roles : — 



b. Dominant. Tonic. 



a, 
n 


Tonic. 


Dominant. 






/L " ' 








%\y 




%/ 




o 


•^ 


^\ 


("f^' 


rj 


vn -■ ■ 


IW. 




X— • rj 






1 G u 



i 



icaz 



(( ^ ): '^ 



T?" 



-fJ- 



90. Method of Beginning and Ending. — A compositioa 
usually begins with the tonic triad and ends with the 
progression at b, which is called the Perfect Cadence (or FuU 
dose), the dominant triad preceding the tonic. The pro- 
gression at a is called an Imperfect Cadence (or Half Close), 
the tonic chord going to the dominant chord. 



Exercise 2. — On Tonic and Dominant Triads, 

Harmonise the following basses and melodic phrases, 
using tonic and dominant common chords only : — 

a. Add Alto and Tenor. b. 



m 



s 



zoo 



"TT- 



H 



m 



TZl 



^ 



Z2Z 



inz 



I 



inz 



inz 



"O" 
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d» Add Bopiano, Alto, and Tenor. 

mil ^ jh ^- m 



/• 



'ti* [ 'iir'f 



M 



^m 



g. Add Alto, Tenor, and Baas. 

i 



?=c: 



rz: 



>"iirr-i^ JV-ii i f^*^J^ i rJ i 'J i i 



j. Write perfect cadences in the keys of 6, F, B flat, 
andD. 

k. Write a passage, similar to one of the above exercises, 
on tonic and dominant triads in the key of A flat major. 

2. Write a passage on tonic and dominant triads in the 
key of E major. 



81. Thb Subdobonamt Tbiad. — The chord which, next to 
the dominant, stands in nearest relationship to the tonic is 
that situated five degrees below it on the snbdominant, the 
fourth degree of the scale — 



a. Tonic. Snbdominant. 



b, Snbdominant. Tonio. 



i 



zee 



zee: 



"Q~ 



m 



-gr 



321 



lif :■ I '-■ II 



^ 



:«= 



-rr 



I 



The progreaaion at 6, when used to oondnde a piece, ia called a 
Plagal Cadence, aa it ia derived from the andent Plagal Scale. Thna the 
cadence at 6 ia deiived from the Plagal Form of the Lydian mode (aee 
OiOTe*a ** Dictionary of Maaic and Mnsiciana," art. *< Plagal Modes "). 
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Lydia/n Mode. 

Authentic Fotm. 




PlagalFoS 



Exercise 8. — On the Subdondnant Triad, 

Harmonise the following basses and melodic phrases, using 
tonic and snbdominant common chords only : — 

a. Add Alto and Tenor. 



^ 



zee: 



s 



32= 



32= 



*Y ^ ^ I ■) 



^ 



^ 



22= 



c. Add Soprano, Alto, and 
Tenor. 



d. 



P 'iiVi.ii " .1 I '" i 



f.. Add Alto, Tenor, and Bass. 



^ 



-^ 



i'iir c i 'r r-ir' i^ 



^. Write plagal cadences in the major keys of D, A, 
B flat, and E flat. 

* Hannonise both notes in bar 2 with the chord of G-. 
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h. Write a passage on tonio and subdominant chords in 
D major. 

t. Write a passage on tonic and snbdominant chords in 
B flat major. 



^ 82. The Primary Triads (i.e., of the first importance) are 
those on the tonic, dominant, and subdominant. 
88. Connection of the Primary Triads : — 



o"" ' 








b. 










"•o 


-^ 


r> 


/o 
















,— -* 1 f-* 1 


























^n 








CD 










L-Ci- 


1^ 










h— 11 


^ Q ' 




'-cr^ 






-^ 


-£a. 


-Q. 


-^ 






























































rj 




rj 




rj 


ra 
































II 



I. 



3 

I. 



IV. I. 



I. IV. V. 



The position of the soprano in the first chord is sometimes shows 
ly a 8 under the first bass note when the third is to be at the top, a 6 when a 
fifth, and an 8 when an octave is to occupy that position. The primary 
triads may be used in any order, except that it is seldom satisfactory for tiie 
dominant to be followed by the subdominant. Bepresenting the roots by 
Roman numerals, the progression of Primary Triads are I. V., I. IV., IV. 
I., rV. v., V. I., an of which will be found in the above example. 

84. The three Primary Triads employ all the notes of the 
major scale, and may be thus exhibited : — 



i 



■&- 



The major scale is so named because it has a major third 
between the first and third notes. A major key was formerly 
described as, for instance, ''the key of D with the greater 
thirds** a minor key as ** the key of G with the lesser third.** 

85. In working out the following exercises the student is 
reminded that the parts must be kept as smooth as possible. 
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notes in oommon generally remaining in the same part. In 
harmonising melodies or in composing passages on chords 
it should be remembered that : — 

a. One note may be harmonised by two or more chords 
(see x). 

b. Two or more different notes may, when belonging to 
the same chord, be harmonised by that chord alone (see o). 

c. The fifth of the chord may occasionally be omitted, but 
the third never (see t)- 

t I t 

X 



X X OiOOOOOOO 



^ 



J- J JJ. J.J 



i 



^ 



rwi» ifz 



I 



I" ' (' I l ( 



CE=33 



73T 



Exercise 4. — On Primary Triads, 
a. Give the primary triads in the major keys of G, F, D, 

and B flat. 
Harmonise the following basses and melodic phrases, using 

primary triads only : — 



i 



^ 



m 



^ 



Tzr 



TT" 



^ 



T3- 



:g= Q *: 



S 



:g)^a f^ 



T3- 



* C ^" * 



I 
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? 



<aCT^— r=^-i f' f r I .^ 



/. Single Chant. 



P^lrrr 



TIZ 



i 



izaz 



r^ Q 



jjMj <j ^ J I , ^ 



•TT- 



znzEi 



^. 



m 



m 



m 



^m 



t. Write a short passage on the primary triads in the key 
of B flat major. 

y. Write a short passage on the primary triads in the key 
of D major. 



The Seoondasy Tbiads. 

86. The Secondary Triads {Le,, of secondary importance) 
are those fomid on the other four degrees of the scale — 
viz., the second, third, sixth, and seventh — 

^• 



Of these, the triads on the second, third, and sixth degrees are 
minor, while that on the seventh degree is a diminished triad. 
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A minor triad consists of a minor third and a perfect fifth. 
A diminished triad consists of a minor third and a 
diminished fifth. 

The second degree of a scale, being the degree above the tonio, is called 
the Supertonic 

The third degree, being midway between the tonic and dominant, reckoned 
upwards, is called the Mediant. 

The sixth degree, being midway between the tonic and sabdominaat, 
reckoned downwards, is called the Submediant, 

The seventh degree, from its tendency to lead up to the tonic, is called the 
Leading Note, 

87. The progression of the bass is the most important part 
of the harmony. 

When the bass ascends or descends a fourth or a fifth there 
will be one note in common between the two chords. These 
progressions are generally the most satisfactory. 

Hence the supertonic triad most naturally leads to the 
submediant or to the dominant; see following 
example a 1 and 2. 
The mediant leads to the submediant (a 8). 
The dominant leads to the tonic (Par. 80), or to the 
supertonic (a 4). 

The submediant leads to the mediant (a 5), or to the 
supertonic (a 6). 



a. Bass moving by 4th or 5th. 
1. 2. 8. 



J ,l , J .J „ j^j „ .=UI 



i 



f f- f-l l f- flf \>\r \'\\' r l^pB 







I K'H I ' (' 



II 
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When the bass ftscends or descends a third there will be 
two notes in common. Hence there will be less motion, and 
these progressions are correspondingly less vigorous. 



6. Bass moving by Oiirds. 
T 1. 2. 



3. 



4. 






J -J II J •\ \ \^-^ ^ 



A=^ 






^ -fit 



r " r^ r 



1 r 



mI I ^ n i p r 



^^ 



J J „ J J „ j J „ J J 



10. 



# 



^ 



? 



r li e [' 



-^^ ,i ^-^ i, H ^ ,, ^^ 1, ^^ 



r ri l l' I' ll I" f 



By movement of a third the tonic can lead to the 

mediant (6 1) or submediant (6 2). 
The Bupertonio leads to the subdominant (6 8). 
The mediant leads to the dominant (5 4) or tonic (& 5). 
The subdominant leads to the submediant (6 6) or 

the supertonic (6 7). 
The dominant leads to the mediant (6 8). 
The submediant leads to the subdominant (6 9) or tonie 
(6 10). 
The student must remember that, though accurate, root 
progression by skip of a third is less natural and less vigorons 
than by a fourth or fifth. 
When the bass ascends or descends one degree, there will be 
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no note in common, and therefore contrary motion is advisable 
in order to avoid consecutive fifths or octaves. 



e. Boss moving one degree. 
1. 2. 8. 



4. 



6. 



6. , 7. 



k|,-,: ii r|: i l|i^ ll ,';1;',i ^^ 



^^..■^^..^'a..a4..4^.M..jJ^ 



4 



TFTHfTl 



pS 



* These are generaUy unsatisfactory. 

In progression by one degree great care is necessary, as, 
while some snch progressions are agreeable to the ear, 
others are unpleasant. 

Ascending one degree.—The most satisfactory are mediant 
to subdominant (c 2), subdominant to dominant 
(c 8), dominant to submediant (c 4). 
Descending one degree. — The only reaUy satisfactory 
progression is submediant to dominant (c 6). 
Other progressions, such as c 1, c 6, c 7, though some- 
times met with, are seldom satisDEustory. 



Exercise 6. — On Secondary Triads. 
a. Write the secondary triads in the major keys of O and 
F, giving the name of each degree, and stating the species 
of each triad. 
Introduce and foUow these secondary triads : — 
h. c. d. 



I 



h 



k 



^^ 



^ 



"TJ- 



^ 



h. Mediant in G-. c. Snpertonie in F. d. Snbmedtant is D. 
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32= 



i 



•^ I i! \ =M 



» 



i 



e, Sapertonio in B flat. /. Sabmediant in £ flat. 



Harmonise the following basses and melodic phrases, 
using primary and secondary triads (except the diminished 
triad) : — 

p. Add Alto and Tenor. 



fj''' ^\J -'N J -1 J | " ll 



1 



m ^ \ r^ 



^^ 



E 



^ 



i 



K Single Chant. 



i 



3E 



strziS 



I 



T3— ^ -XL 



ZZtl 



-&- 



32Z 



W^ 



32= 



^^ 



^ 



f" 



t. Add Soprano, Alto, and Tenor. 



<^l\' r i f 



C-Xl^^ 



r ' f r ' r 



r^ 



'i!i>iir urrf^n 



^ 



^ 
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aa 



ilf\rt \ :fAfM 



^ 



m. Sin,;le Cbant. Add Aito Tenor, and Bass. 



i 



zaz 



-&- 



rJ rJ 



-^ 



n. Old EDglieh Song. 



j!*)iJj'jjs i j!^j^J:^ i j juj 



0. (See par. 35.) 



m 



-n\rr\\n 



^ 



• ^ * 



p. Single Chant 



i 



zm 



f3 nc 



g' I g' f > 



9. " Old Hundredth.** 




r. Write a passage in F major, introducing secondary 
triads and showing various root progressions (by 5th, by 4th, 
by 8rd, and by degree). 

«• Write a similar passage in D major. 
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Sequsnoxs. 

88. If the bass progress after a regular pattern^ a phrase 
being repeated at a different pitch, such a passage is termed 
a sequence, and necessitates a like regular motion in the other 
parts. 

89. Sequences are Melodic or Habmomio, each of which 
may be ** real " or ** tonal." 

Melodic. — When a phrase of melody is regularly repeated 
lit a different pitch. 

Haemonio. — When a phrase of harmony is repeated at a 
different pitch. 

Real. — When the absolute steps of the intervals are 
repeated, a major third being thus answered by a major third. 
These sequences induce modulation. 

Tonal. — When only the numerical steps are repeated, a 
third by a third, irrespective of whether it be major answered 
by minor. Here the original " tonality " is preserved. 



Melodic Tonal Sequence. 



^ 



^M: 



Tioyte'a Chant. 



^ 



** 



S 



zz 



EZ 



#* 



22=5= 



Real 



Harmonic Sequences, 
I Tonal. 




The original phrase to be repeated may be called the 
*' model " (or pattern). In working out a sequence let the 
student remember that — as is the position of the chord at the 
beginning of the model, so must it be at the beginning of 
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each repetition. He must carefally avoid errors between the 
md of the model and the hegmnvng of the repetition. 



Exercise. 6. — On Seqttences. 
a. Add Soprano, Alto, and Tenor. 



a 'I rh' ri( 



=n 



^ 



<' I I ' l l 



c. Add Alto, Tenor, and Bass. 



yj r, j' cj I *^ m J ^\r \ \ 



m 



iH 



^ 



=3= at 



«. Write a short tonal harmonic sequence in F major. 
/. Write a short real sequence starting in C major. 



The Diminished Tbiad. 

40. The Diminished Triad on the leading note is usually 
followed by : — 
a. The triad an the mediant, or 
6. The tonic triad. (See par. 88.) 



a. To Mediant. 


b. To Tonic. 


W tj' rj 








fm ^^ J--J 












rj 


(t»Ji tn 













* See par. 40, page 26, line 7. 
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In each ease the fifth, being a dissonant note, is resolyed 
by descending one degree in the next chord. This is called 
the " resolution " of the dissonance. 

The diminished' triad may be approached in many ways : 
from the tonic, mediant, dominant, or supertonic. 

As the diminished triad is seldom satisfactory in its fanda- 
mental position, its frequent use is not recommended. It 
should be observed also that when it occurs in one of the 
repetitions of a sequence (see Ex. 7, a, bar 6) its treatment s 
that of an ordinary major or minor triad— the progression of 
the dissonant note being free. Some authors do not include 
the diminished triad among the " common chords," as they 
treat only the major and minor triads as such. 



Exercise. 7. — On the Diminished Triad. 

Harmonise the following bass and melodic phrase, using 
primary and secondary triads only, and introducing the 
diminished triad at the chords marked with asterisks : — 



3> I r^ 






I 



zz 



rt 



lar-f i rr i rrN ii H.i iiM| ii 



Chord of 
E minor. 

c. Write a short passage in any key, introducing the 
diminished triad, and showing both resolutions of the 
chord, viz. : — 

a. To the mediant. 

b. To the tonic. 
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CHAPTER m. 
TRIADS— MINOR SCALE. 

The Proiabt Tbiai>b. 

41. The Primary Triads of the Minor Mode are similarly 
situated to those of the Major — viz., on the tonic, dominant, 
and snbdommant. 

42. In the minor key, the Tomio Tbiad is minor. The 
DoMiNAMT Triad must be major, since its third is always the 
leading note of the scale. According to the key signature 
the triad on the fifth degree would be minor ; thus, in the 
key of C minor — 



m 



When used as a dominant chord, the third (B flat) must be 
chromatioally raised a semitone to form the leading note 
(B natural) of the scale. 

There are thus two chords on the fifth degree of the minor 
scale : First, the dominant triad, which is major (see a) ; 

Second, the unaltered triad, which is minor (see b) : — 



^"'i' '.' I'S 



4c Dominant Triad. 



s 



DC 



zzz 



33C 



zee 



m 



jOEZ 



i 



4k Unaltered Minor Triad on 5th degree. 



32= 



T3" 



r 



:?2: 



^ 
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The SuBDOMiNANT Tbiad is minor. 
Thus the plagal cadence in C minor is : 



m 



J3Z 



-f^r- 



s 



:«= 



nrr- 



48. The Primary Triads of the minor key are the tonic 
(minor), the dominant (major), and the subdominant (minor), 
which together contain all the notes of the harmonic minor 
scale. 



^ 



I 



m 



i r rr-^^ 



w 



-T21 



The minor scale is so called because of the minor third 
between the keynote and its third degree. (See par. 84.) 

44. Connection of the Primary Triads of the Minor Key:— - 

6. 



P 



a. 

221 



jCC 



221 



zac 



zz: 



^ 



1. 2. 



3. 



6. 



m 



:g: 




As in the major key, so in the minor — 

The tonic may go to the dominant (see a, 1 and 2) or 

to the subdominant (see &, 1 and 2). 
The subdominant may go to the dominant (see 5, 2 and 3) 

or to the tonic (see a, 4 and 5). 
The dominant may go to the tonic (see a, 2 and 8, and 

&, 8 and 4). The dominant ca/rmot go to the 

subdominant with agreeable effect. 
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The third of the dominftnt chord, being in the minor key ehromatioally 
raised, is marked in the figured bass by putting the sign ^, or |;|, as the 
ease may be, under the bass note. Any accidental standing alone (t.e., not 
beside a figure) nnder a bass note applies to the third of the chord. 

46. Eule for the avoidance of Harsh Intervals of Melody : — 
No part should move by any augmented interval, nor by a 
major seventh or diminished third.* A skip of a diminished 
interval may frequently be made, provided the following note 
returns within the interval. The augmented fourth is some- 
times allowed in a tonal sequence. 

Allowed. Seldom good. 



Tj^^^Ml7ff °= i (^r p i ,, l ip rr I I 



The student is supposed to be writing for voices; to singers these 
intervals would present much difficulty. In instrumental music of course 
such restrictions would be unnecessary. 

The student must carefally avoid the augmented second likely to arise 
between the dominant and subdominant triads in the minor key ; also the 
augmented fourths between the fourth and seventh degrees, and between 
the sixth and second. 

Wrong. Aug.tod. 




Exercise 8. — On Primary Triads in Minor Keys. 

Harmonise the following basses and melodic phrases, using 
only the primary triads of the minor key : — 

1^ 



^ 



E 



221 



'tl 



^ 



ir~Tir 



Z2Z 



tl 



f'Iffff 



^ For an exception to this, see par. 65. 
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I 



ir 



-rr 



is 



'in{^iiJi''MijjHjiip('jr!;irpT^ 



e. Write a short passage in the key of G minor on the 
primary triads. 

The Beoondabt Triads. 

46. The Secondary Triads in the Minor Key consist of : — 
On the second degree — a diminished triad, a. 
On the third degree — ^an augmented triad, 6. 



^ 



^1 ,M . .^ tfe 



An augmented triad conaiBts of a major third and an augmented fifth. 

On the sixth degree — ^a major triad, c. 

On the seventh degree — a diminished triad, d. 

47. The progressions of the bass are similar to those in the 
major key, with the following additions : — 

a. The diminished triad on the second degree is usually 
resolved on the dominant triad. 

6. The diminished triad on the seventh degree is usually 
resolved on the tonic triad. 



i 



* 



P 



^ 



-73" 



"cr 



^ 



^ 



-rr 



i 



In enoh ease the diminished fifth descends. 
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c. The angmented triad on the third degree may be 
resolved — 

To the tonic triad, c. 

To the major triad of the sixth degree, d : — 

c. d, e. 



^S 



^ 



n 



■JSC 



^ 



fe^fej 



l» Q 



^s 



"g7~ 



-T^r- 



l6 



5E 



1^ 



TOT 



Ei£ 



1202= 



The aagxnented fifth always rises in its resolutioii, being the leading note, 
unless it passes to another chord containing the same note, as at c alwTe. 

In a figured bass the angmented fifth is marked ^6, or h 5, oi^^ft. 

48. Bole regulating the Progression of the Fifth and Sixth 
Degrees in the Minor Key : — 

Whenever the fifth and sixth degrees, or sixth and fifth 
degrees, succeed each other, do not double the bass of the 
sixth degree, but the third* 

The fifth and sixth degrees of the minor key bear migor triads and contain 
between them the angmented second. It is impossible to double the root of 
the sixth degree without incnrring the forbidden step of an augmented second, 
or a consecutiye octaye. 

h. 




* Shows doubling of the third. 

At a the B natural cannot descend to A flat because of the augmented 
second that would thereby arise ; the D cannot descend to A flat without 
causing an augmented fourth ; the G in the tenor cannot ascend to A flat 
without making consecutiYe octayes with the bass. Hence the A flat, the 
root of the chord on the sixth degree, cannot be doubled. 
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The Additional Triads in the Minob Eet. 

49. The Seventh Degree of the Minor Scale has a two- 
fold character. In its major form it appears as the leading 
note and is always thus used in a purely dominant pro- 
gression ; when not in such a progression it may, however, 
appear as a minor seventh to the tonic. Similarly, the sixth 
degree, on account of its separation hy an augmented second 
from the leading note, may be occasionally (in harmony) 
chromatically raised a semitone, and thus become a major 
sixth to the tonic. Two sixth degrees and two seventh 
degrees are thus used, and we are able to make use in the 
minor key of the following '* Additional Chords " : — 



In G minor : 



6. 



d. 



/. 



s 



^ 



i 



With iihe flat 7th degree. With the sharp 6th degree. 

50. The above chords comprise : — 

The minor triad on the fifth degree {not a dominant triad, 
since it does not contain the leading note), see a. 

The major triad on the third degree (with the minor 
seventh of the scale as its fifth), see 6. 

a. b. 



^. 


— & — 
— o — 

1 tig 1 




— o 

— & — 


— © — 

|7T3 ] 


& 1 

O 

rJiB-, 


^1 

-O- 

H 


\^ r-> 












" II 



The major triad on the minor seventh (particularly useful 
in a sequence), see c :— 
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P^' i-' r' ,^ |l I I 



^^^ 



"%\. I (' 



J 
^ 



The minor triad on the Bupertonic, with the major sixth 
of the scale as its fifth (see d). 

The major triad on the subdominant — difficult to manipu- 
late without incurring modulation (see e). 

The diminished triad on the major sixth of the scale 
(see/) — seldom used and followed here by a chord of the 
sixth. 

d. . / 



i 



* 



i 



J l J J l ^J A\ :d=d 



m^ 



ziz gj ri- c '='- "^ >-J g" "g zzat: 



I 



^ 



lEt 



r r If 11 fi I I T 'I g 



y\^ \ ' f^ 



^ 



^ 



Exercise 9.— On Secondovry Triads in Minor. 
a. Harmonise the following basses and melodic phrases : — 

J., . I J 



§M" \' 



i 



::^==3: 



i 



3±: 



321 



^^ 



6. 



^ 



^^ 1 g > 



^ 



T3"~ 



^^ 



r ' i r I f r I r^ I r 



i 
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fc 



^ 



I 



g»- Gf- 



^ 



rJ rJ 




Introduce and resolve the following chords (key of D 

minor) : — 
h. i. 



$ 



zm 



jCk^ 



~rr 



irsz 



^ 



i 



^E 



zaz 



m 



=8= 
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I, Write a short passage on the triads of the minor scale 
in the key of O minor. 

Exercise on the '' Additional Triads in the Minor.'' 



^ 



lV.*^"^^ ' ^lVr 



WfT^ 



"♦-^ 



n g i r r ' 



"^f^" kr 



^m 



j. i jiiJJM;jJ i 'g i 



« i «i J i j . 



j7. Single Chant. 



y^ .. I|^ P^ 



Q* ^^ 



DEZ 



~C7- 



B minor. 



q. Write a short passage in the key of D mmor, intro- 
ducing some of the Additional Triads. 
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CHAPTER IV. 
CADENCES. 

51. Cadences are to music what punctuation is to prose or 
poetry : they divide the musical sentences into their various 
sections. 

52. The chief cadences in general use may be divided 
into — 

a. Those ending on the tonic : — 
FuUClosesI ,1- The perfect cadence (par. 80) 
( II. The plagal cadence (par. 81). 
6. Those ending on the dominant : — 

III. The imperfect cadence (par. 80) 
Half Closes •{ lY. The subdominant to dominant. 
y. The supertonic to dominant. 



Full Clobbb. 
I. Perfect. II. Plagal. 



Half Clobbb. 
III. Imperfect. IV. V. 



i 



lea: 



"C?~ 



r-^ r^ 



221 



I 



W: f* " 



izai 



8 fi 



zrx. 



i 



231 



"^DT 



33: 



m 



jcz: 



231 



igzzzaa: 



ZXEOL 



A full close (like a full stop) terminates a (musical) sentence. 
The perfect cadence is so conclusive — especially when ending 
with the key-note in the upper part of the final chord — that 
the student should beware lest its too frequent use break up 
the continuity of the music. 

A half close (like a comma) indicates only a break before 
the further continuation of the musical sentence. 

The perfect cadence does not produce so complete a feeling 
of conclusion if the third or fifth of the tonic chord be in the 
highest part ; while its effect is entirely altered if an inversion 
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of the tonic chord conclude the cadence, instead of the chord 
in its fundamental position. Such a progression has been 
termed an Incomplete Cadence. 

58. Deceptive cadences arise when the ear is deceived by 
some chord other than the tonic following the dominant. 
Of these, the most used is the False Cadence, when the 
dominant is resolved on the sixth degree (see the second 
resolution of the dominant, par. 79) — 



i 



=g= 



ja. 



^ 



Or on the flattened sixth degree (from tonic minor)- 



i 



=g= 



Exercise 10. — On Cadences. 

a. Write examples of the various cadences mentioned above, 
in both major and minor keys. 

b. Write a single chant in G major, concluding the first 
phrase with an imperfect cadence, and the last phrase with 
a perfect cadence (see foot-note). 

c. Write a single chant in F minor, making the first phrase 
end with a deceptive cadence, and the last phrase with a 
plagal cadence. 

d. Write three half closes in the key of D major. 

Note. The form of a single chant may be seen in Ex. 9»/ and p. 
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CHAPTER V. 

THE INVERSIONS OP THE TRIAD. 

FiBST Inversion. — Chobd of the Sixth. 

54. Hitherto the root or fundamental note of the chord 
has been placed in the bass, while either the root, third, or 
fifth, has formed the melody. The chord is then spoken of 
as being in its Fundamental Position, 

55. If in the triad, instead of the root being in the bass 
(see a), the third of the chord is so placed (see b) — 



s 



6 
3 

the triad is said to be in its First Inversion, the root being 

now inverted (placed an octave higher) in regard to the third 

of the fundamental chord. The third of the chord being now 

the bass note, the intervals of which this chord consists are a 

third and a sixth. This combination is termed a Chord of 

the Sixth. It is figured 6, the 8rd being always implied, or, 

where necessary, §. 

When a stroke is placed through a figure it raises the interral 
represented hy that figure a semitone ; thus n means a chord of the sixth 
with the sixth chromatically raised one semitone. 

The fundamental note, or root of the chord, is still C, hnt E is 
now the hass, and the stadent must remember that intervals are reckoned 
from the bast, not from the root. Thus, the intervals in this chord consist 
of a 3rd (£— G) and a (>th (E— 0), reckoned from E (the bass) though 
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the root of the ohord is 0, of whioh chord these notes, E and G, are 
respectiTely the 3rd and 6th. 



56. Bule for the Treatment of the Chord of the Sixth : — 
When derived from a major triad, avoid doubling the bass ; 
double the third or the sixth to make the fourth part — 



a. Good. 



-12_ 



icaz 



m 



zoc 



"73~ 



S 



(. Not so good, and generally 
to be avoided. 

r2_ 



$ 



"P~ 



FCT 



icc: 



»Q 



The student will notice that this rule regarding the 
doubling of the bass in a ohord of the sixth derived from a 
major triad is a reinforcing of the statement in par. 19 — 
«< The major third of the chord may seldom be doubled." 
57. Exceptions to the Bule : — 

I. When two or more sixths succeed each other alpha- 
betically, the bass may be doubled in each alternate 
chord (see c). 
n. When the note which doubles the bass is approached 
and quitted without skip (see d), or remains 
stationary (see e). 



M , ^ ^ 



^*?2= 



^#f44 



J. 



^^^ 




This rule applies to chords of the sixth from mqjor triads only. When 
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deriyed from xxunor or diminished triads the hass may be freely doubled, 
proYided the student remembers the general role : — ^Avoid doubling any note 
haying a fixed progression (such as the leading note of the scale, which must 
ascend). 

58. In a sncoession of chords of the sixth, the sixths must 
be placed in an upper and the thirds in a middle part, 
otherwise if the thirds are above the sixths, consecutive fifths 
will thereby result (see c, p. 89). 

59. Although the diminished triads (on the leading note 
in the major key, and on the supertonio and leading notes in 
the minor key) were not very useful in their fundamental 
position, their first inversions are extremely useful. 

The diminished fifth from the root (now the third of the chord) should 
still be resolved. As, however, it is allowable to double the diminished fifth 
to make the fourth part, it is necessary to resolve one downwards and the 
other upwards (see/, g). 




Exercise 11. — On the Chord of the Sixth, 

Harmonise the following basses and melodic phrases {a to / 
in major keys, h to m in minor keys), using triads and 
chords of the sixth. 

In using chords of the sixth in the harmonisation of 
melodies, what has previously been said as to root progressions 
(Chap. II., pars. 83 and 87 ; Chap. III., pars. 44 and 47) holds 
good, with this addition : — The ear will accept a succession of 
three or more sixths on an ascending or descending alpha- 
betical bass. In such cases it is not possible to grasp the 
special functions of the various roots through which the bass 
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is passing (see Ex. 11, c and d). In the melodic phrases 
{Ex. 11, 6— last part—/, /f, and Z) the alphabetical pro- 
gressions can thus be treated as successions of chords of 
the sixth. 

In Major Keys. 



$ 



itt 



^^ 



r J | Q 



^^ 



68 6 6 iBrifiifi/ 



6 6 6 6 

h. From Scarlatti. Goes MS. 



6 6 6 X*4 



mdi I J j i r 



^s 



6 6 6 



^ 



aziSif 



^ J> J ^ 



6 6 6 6 



6 6 



e<ir-cr,. | p.rpj|jj jjl^f r i - 



6 6 6 6 6 



if—f- 



m^=fL 



m 



s 



6 6 



6 6 6 6 6 



d. 



s^ 



22= 



=23= 



1^ 6^- 



6 6 6 6 6 6 



W=^ 



56666 66 6 6 
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I 



^ g > I J 



Q I r^ 



=^==?z 



=i=F 



fall^rpf l .^j.NjTJfp l J 



-yr- 



^. Write a short passage in F major, introducing chords 
of the sixth. 

In Minor Keys. 



'a^!irrr ii .iJiJ , i i .iJNi hJ i'i JiM- i i 



6| ^ t ^ G»66|6f 



i^tij J 



.Jl -lUjUII 



6 5666» 6} 



mn iJ | wj i ,;.i 



J|J.J^'|^ 



22: 



-cr 



6 6^6» 66t)M66 



i 



r 



IZ2Z 



^ 



G minor. 



f t^j j('rif'r i f'H"^^44^-'JH jU 



m. Chorale. " Aus tiefer Noth." * 



$ 



^ 



^m 



^m 



m 



s 



pr'p 



-pa- 



ziz«^ 



It 



n. Write a short passage in D minor, introducing the 
chord of the sixth. 

* Used in Mendelssohn's Third Organ Sonata 
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Second Inyebsion. — Ghobd of the Six-foub. 

60. If in the triad, instead of the root being in the bass 
(see a), ike fifth of the chord is so placed (see b) — 



<^ H II m 



naz 



the triad is said to be in its Second Inversion, the root and 
third being both inverted {%,e., pkoed an octave higher) in 
regard to the original fifth of the fundamental chord. The 
fifth of the chord being now the bass, the intervals of which 
this chord consists are a fourth and sixth. This combination 
is termed a Chord of the Six-fonr. It is figured always J. 
The fimdamental note is still 0. The G is now only the 
b€us of the chord, not its root. 

61. The bass is usually the best note to double. 



e. Good. 



/. Less freqaently used. 



n^ 




rr- 


^■#Q 


n 














vy ^^ « d» ^v II 


•/ 


-»- 


-^- 


-^ 




/Wk* 


*rj 






*rj II 


(W. II 


^^ II 




ihQ 


»fy 


■»€» 


-♦-O " 



*-&• 



-&- 



-&- 



* Indicates the doubling. 



62. Rules for the Treatment of the Chord of the Six- 
four: — 

I. In approaching a six-four the bass of a fundamental 
chord may leap (see g and h, p. 44) or move to it by step 
(seei). 

II. The bass may leap firom an inversion of the same chord, 
but not firom an inversion of a different chord. In the latter 
case the bass should move to the six-four chord by step. 

D 
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ni. The six-four may be preceded by another chord on the 
same bass (see h). 
IV. The six-four is followed by — 
i. Some chord (frequently the triad) on the samehmR 
note or its octave (see g and h) ; it is then called a 
CadenMal Six-four, 
ii. Some chord on the note next above or below it — 
diatonic or chromatic (see j and k)\ it is then called 
a Passing Six-four. 



i 



^ 



i^=^ 



m 






IJ2I 



ice: 



T 



i 



^ 



^ 



4 4a 



mi 



^ 



ir 



* 



^ 



A J. 



^tT 



^ 



^ 



g^ 



J rj . rj 



^ 



^ 



^ 



m 



^ 



At ^f and j the fourth is ** prepared " (t.«., appears in the 
same part in the previous chord) ; at h and k the fourth is 
approached by a degree. These are the two usual ways of 
introducing the fourth in the second inversion ; it is seldom 
advisable to skip to the fourth, since it is a dissonance agamst 
the bass (see Ohap. L, par. 18, p. 6). 

In following a six-four chord. — The bass of a six-four may 
not leap to another note, except its octave, unless ii be to a 
note of a chord derived from the same root. 

GhordB of the sixth are found on every degree of the scale. 
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Chords of the six-four are most frequently used on the 
i^nic, dominant, and supertonio. When used on other 
degrees than the above, the six-four is generally foUowed by 
the triad on the same bass note. The inversions of the triad, 
not being conclusive in their effect, are never used to 
terminate a composition. 



Exercise 12. — On Chords of the Six-four. 
Introduce and follow each of the following six-four chords 
in various ways : — 
a, b. e. 



i 



321 



$ 



m 



r 



32= 



ja. 



^ 



f^F 



6 
4 



Harmonise the following basses and melodic phrases, 

introducing inversions of triads into the latter : — 
d. 

4- 



m 



ztzc 



^g 



Z2= CJ c^ 



O ' cJ 



o Cj 



m 



TJr 



zz: 



32= 



^ 



22= 



6 4 8 



6 5 
4 8 



6 5 
4 a 



6 6 
4 3 



m 



3 



rj rz 



^ 



=zz 



1^=^ 



m 



=n= 



-^- 



=C2= 



^ 



^~nr 



6 6 

4 » 
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hf JJ.J^.-^i" ') \ -> ^ ^Ji..- I I 



^ 



^ 



zee 



^ 



CJ * 



5 6 5 6 6 6 % 



I 



i t!>4i'ti,f'tr | ['r | ('.l|« | J|. | f'>'| ^ 



6 % 66661 66t 

* 4| * 4 * 



avUf'f'rjMf-l^^ 



f 



zz 



TX 



6 6 5 
4 3 



665 6656 65 

4 8 4 8 4 8 



fei-uh. ^ f> fM° f^Tifrr g 



»*= 



m 



5 6 6 6 5 6 6 
3 4 3 4 



6 6 6 6 5 
4 4 8 



^m 



22" 



3z: 



23j 



rJ O 



565 6 565 6 6 6 65 65 
843 348 43 43 



i. Single Chant. 



i 



^ 



^ 



£ 



zz: 



zz==::±z22 



321 



22 



32Z 



I'A lJ C^n lT Lr I ;^ p§ 
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h. Chorale, '* Lobet den Herren. 



f'iUJl-h'.iJ I .I ^^ p 



r J O 



-eM- 



i 



^^ 



^ 



i 



^ 



g> cv 



=22:: 



r^ — s»- 



2. Write a short passage introducing various methods ot 
using the second inversion of the triad. 



NoTB. — Teachers desiring to teach the Chromatic Triads after 
the Domina/nt Seventh^ can omit the next Chapter for the present 
(Chapter VL), a/nd take it up after Chapter IX, In that case the 
Chromatic Triads (or their inversions) iised in the Figv/red Basses 
of Exercise 14 (h, i, and h) and Exercise 16 (r) should he altered 
to diatonde chords. 
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CHAPTER VI. 

♦THE OHROMATIO TRIADS AND THEIB 
INVERSIONS. 

68. In addition to the triads already considered, there are 
certain chords — ^foreign to the major or minor scale, yet not 
necessarily inducing modulation. These are called Chromatie 
Triads. 

64. The major chord on the supertonic is the most 
important of these. 

Bute. — ^In order not to induce a modulation into the key 
of the dominant, this chromatic chord must be followed by a 
chord containing the diatonic fourth of the key (a), or by 
some form of the tonic thad (&). 

This chord may be used in both major and minor keys — 

b. 



^ 8 Ij l ^ 



:* 



B 



m 



-rr 






i ^ ^ I 'tjJ 



-rr- 



^ 



^ 



: 



i 



T 



=t= 



66. A major chord on the flattened second degree of the 
scale may be used both in the mtgor and the minor keys. 
In proceeding to the following chord the flattened second 
degree frequently falls a diminished third. 



p\ '\'\\'\! 






6 



^ 



^ 



' See note, p. 47. 
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The first mversion of this ohord (see foDowing example), 
{he chord of the flattened sixth and flattened third on the 
subdominant) is sometimes oalled the Neapolitan Sixth — 
a meaningless name, though frequently used. When pre- 
ceding a cadence on the dominant (as at c), the whole 
progression has been termed a ** pathetic cadence " — 



m 






% 



^- 



T 



iZBz: 



^^^^ 



^^ 






t>6 e fT 



3C 



3ZZ 



i 



The apparent false relation (at *) between D flat and D 
natural is permitted here since it produces no ambiguity 
of key. 

66. False Relation *'is the occurrence of chromatic 
contradiction in different parts.** (Sir Hubert Parry, 
in Gtotc's ** Dictionary of Music and Musicians,** Vol. I., 
p. 501.) 

Rule, — <<When a note occurs in two successive chords, 
first as a natural and then as a sharp or flat, or the reverse, 
it should remain in the same part." — Goss. (See also 
Ghap. n., par. 26 : '' Notes of the same name, but varying in 
pitch, should be kept in the same part.*') 



P 



Good. 



Bad. 



=tfn= 



I 



32= 



=22= 

in= 



=a= 
in= 



IZSZ 



I 
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67. It is possible to use, in the major key, without modula- 
tion, all the triads of the minor key except that on the tonic ; 
at a we have the minor triad on the subdominant, and at 
h the mcyor triad on the flattened sixth of the minor scale. 



1^ J ? 1 


6. 


iH^J J 1 ,. II 


J- a 

Ms fi^ 




1 r r^ ° "I 


'^ [' " 


y i>^^ 


' r - 



In a minor key some anthors designate the '* major tonio chord*' 
a ohromatio chord; but its treatment is so much like that of either a 
passing or a modulating chord that it is better not to include it among the 
usual chromatic triads of a minor key. 

68. The student will notice that the boundaries of his 
major key have now been greatly enlarged. Thus in the key 
of G major the following chords can be used : — 



^^ 



fcr* 



From the major key. 



<^H II ir^ II ^ i 



^^ 



n 



From the minor keyT 



J 



Chromatic triads. 



69. The chromatic scale is composed of — 
a. The major scale. 

6. The minor scale (the latter having both flat and 
sharp seventh degrees) ; with the addition of the 

c. Sharpened fourth (see par. 64), and 

d. The flattened second (see par. 65). 
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i 



UlNOB SCALX 

(noKmaL or Bignatoxe 

lozxn). 



ADDmONAIi NOTXS 

(for derivation, see 
and d aboye). 



i 



Besnlt:— 

Ghbokaxio Scale 

07 Habmony, 



r$ 



-^ 



-g- 



^5^o*^=^ 



^ 



IDZ 



S=cc 



teai 



TZ 



Wr^ ^^ tj ^ 



ZEE 



"T7" 



The works of modem composers, saoh as Dyof&k, Grieg, and Wagner, 
show that it is possible to employ a miyor triad on every ehromatie degree 
of the scale. For the present, however, the stndent should confine himself 
to the chords here given. 



Exercise 18. — On Chromatic Triads, 

Introduce and follow these ohromatio triads in various 
ways without modulating : — 

b. 



P 



*= 



»= 



m 



i 



i 



d. Key of G minor. 



^ 



zee 



izaz 



m 



m 
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e. Harmonise the following basses : — 
On chromatio triads — 



6 Ke ^5 |?6 ta6 6 6 65 't 



^ 



22= 



^ 



i 



6 be ^6 1^6 t|6 o ft 66 t t|6 6 « >6 
t^ t? 48 4 p 

On triads of the minor soale nsed in a major key — 



mm 



zz 



5 



i2p= 



"73— ZZZ 



ZZ 



^ ' 66 ' 6i 



Fpf6?6~Fq6 



Harmonise the following phrases, introducing chromatio 
triads, and triads of the minor scale, bnt making no modula- 
tions : — 

0' 



m 



(2. 



W 



e 



-G— r^?p --frr 



l'r \ l' \ ^^ 



:zsz 



(|!'!|J.iAn j|"r li "-lrf"'(' i "r('r i -"ii 



t. Write a short passage in any key, introducing chromatic 
triads. 

j. Write a short passage, introducing some of the triads 
of the minor scale in a major key. 
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THE DOMINANT DISCORDS. 

70. On the fifth degree of the scale — ^the dominant — a 
most important series of chords is fomid, which it will be well 
to place at once in their complete form before the student, 
although in practice he will only gradually learn the use of 
the various chords of this dominant series. 

71. The importance of the dominant triad, consisting of 
the dominant, as root, with its major third and perfect fifth, 
has already been shown, the chord being identical in both 
major and minor (see par. 42). 

72. The fourth note of the dominant chord is the minor 
seventh from the root, used alike in major and minor keys. 
Together with the dominant triad it forms the Chord of the 
Dominant Seventh. 



Mt 



m 



78. The fifth note of the dominant chord is the ninth from 
lihe root, whidh is major in major keys and minor in minor 
keys. In conjunction with the dominant triad and minor 
seventh, it forms the Chord of the Domirumt Ninth. 



m. 



^ 



1m wR be shown later, the loak of the chord of the naith is fivqoexxtly 
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omitted. In snoh eMes a ehord of the seTentili on the leading note resotti, 
which, however, is still to be regarded as a part of the dominant ehord— 



BootG. 



74. The sixth note of the dominant chord is the Eleventh^ 
alike in major and minor keys — 



(^- I" ^ 



An eleTonth is a compound fourth (i.e., Sre + 4th, see Ohap. I., 
par. 18). This chord is frequently used with the ftmdamental and third 
omitted ; it then forms a chord of the seTenth on the second degree of the 
scale. It is still, howeyer, considered as a part of the dominant chord — 

In Major. In Minor. 



BootO. 

76. The seventh note of the dominant chord is the 
thirteenth, which is major in major keys and minor in 
minor keys — 




The complete chord having now become very large, many 
of the intervals are necessarily omitted, and therefore the 
chord is most often found containing only the root, third, and 
thirteenth ; the seventh is also often included — 



m^ 



JSn 



TT 



-^ 



Notwithstanding these omissions, the chord is still to be 
regarded as a part of the dominant harmony. All the 
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dominant discords of the minor key are available in the major 
key. The dominant major discords cannot, however, be used 
in the minor key. 

76. It now becomes necessary to treat of the individual 
characters of these several notes of the dominant chord 
beyond the triad, and which form respectively — 

a. Chord of the dominant seventh. 



^ ( I. Chord of the major ninth. 
*ln. Chord of the minor ninth. 



\k 



Chord of the eleventh. 
I. Chord of the major thirteenth. 
Chord of the minor thirteenth. 



There wi]I also be foond a similar series of discords, thoagli 
of less importance, built up from the supertonic and tonic 
roots. 
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THE DOMINANT SEVENTH. 

77. When to the major triad on the dominant the minor 
seventh is added, the chord is named the Chord of ^ 
Dominant Seventh — 

Eoeamplet. 
In mfljor. In minor. 



^3? 



Triad. Seyenth. 



m 



m 



Tziad. Serenth. 



The dominant triad in both miyor and minor keys being 
major (see Ohap. III., par. 42), the chord of the dommani 
seventh is also alike in both modes. It is figured with a 7, to 
which may be added all or any of the figures of the triad (see 
Chap, n., par. 22). In minor keys the sharpened leading 
note has, of course, to be indicated. 

78. As in the diminished triad the dissonant interval (the 
diminished fifth) was resolved one degree downwards, so now 
in the dominant seventh chord the dissonant interval, the 
minor seventh, proceeds one degree doumwards in its resolution. 
The third of the dominant chord, being the leading note, rises 
one degree to the tonic. 



Exanvplee in C major. 



Perfect oadenee in tiiads. 



Perfect cadence, with dominant aerenCli, 
in fiye parte. 
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In writing the eadence in four parti, it ia deainble (melody pennitting) to 
ondt the fifth and donble the fondamental note in the dominant aerenth, 
otherwise an incomplete tome triad (withont its fifth) will result : — 



a. Cadence with fifth omitted and root 
doubled in dominant seyenth. 



b. Cadence with fifth retained. 
Incomplete tonic triad (wlthoat fifth). 




7 7 

79. The prrndpal and usual resolution of the daminant 
seyenth is (as shown above) to the tonic triad. It is also 
frequently resolved on the minor triad of the sixth degree. 
This is sometimes termed the Second, BeioluHan. 



i 



ICC 



-&- 



m 



ZOu. 



-^^ 



In this progression it is best to write the chord of the 
seventh in a complete form (i,e.f with the third, fifth, and 
seventh). If, however, the root is doubled, it should proceed 
to the third of the chord on the submediant. 




The fundamental can never descend by a third to the same 
note as the resolution of the seventh. All discords sound 
better if approached by contrary instead of by similar 
motion. 
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7 7 6 

The following excellent role (by Macfarren) covers this and 
many similar progressions : — << No part may move by similar 
motion to the octave or nnison of the note that resolves a 
discord." 

80. When the J is followed by the | on the dominant (a), 
the seventh is frequently added to the dominant triad (b) : — 
a. (Witboat the seyenth.) 

i 



zni 



zoo 



Q 



inz 



, (V^iih the Berenth.) 



3X: 



32= 



C^ 



in= 



m 



=E2= 



=ni 



zm 



The fifths at 6, between alto and tenor, are not forbidden eonsecntiTeB, 
beoanse the second fifth is a diminished fifth. In this progression it is better 
to make the fonrth fall to the third, while the sixth falls to the fifth (see b) or 
rises to the seventh (see c). 

Sevenths deriyed, like the dominant seyenth, firom a fundamental, and 
forming an essential part of a chord, are called Fundamental Discords. 
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81. The leading note which appears as the third of the 
dominant chord should, as a rule, rise to the tonio. Some 
theorists permit it to fall to the fifth of the tonic chord on 
two conditions, viz. : — 

a. That it must be in an inner pait. 

b. That the bass must move in contrary motion to it. 



Bad. 



Possible. 




Exercise 14. — On the Dominant Seventh. 

a. Write examples of the dominant seventh in various 
keys (major and minor), showing specimens of both 
resolutions. 

Introduce and resolve the following dominant sevenths : — 



P 



^ 



d. 



IJZ 



s 



^ 



321 



_Q_ 



-rr 



33: 



221 
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Harmonise the following basses and melodic phrases : 



P 



TJ- 



r f'Tf^ r 



lEZI 



3Z 



s 



Q I r^ 



ni 



zzi 



22= 



T7~ 



=^=330=^ 



6 7 
4 3 



A. 



'a*i{rHrr i rrr l i-Mr f l ^^U 



67 

4 



6 6 6 67 6 87 

43 



?r^ z p 



7 3-l5» 



22= 



22= 



6 6 7 



6 6^7 



'c!^iitr-clN i j-f. i r.ric;r i f;r 



6 6 6 6 67 ft7666 6 ^7 
8 4 8 46 J^ 348 J ' 



7 6 7 



wif-rirJj^ i ['4iji INI 



IISF 



I- 



67 

4# 



6 — 87 6 — 66 
4_*_ 8 — 4 8 




4 4 
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m. Thnringian Yolkslied. ^ 



n. German Chorale. 













, 
















^TN 


'Jr k ^ — 




— 




rj-l 


-4- 




__ 


[— I- 


, 


■^M- 




h-H 


L_ 


W^ 




ZZ3 




-^ 


-cij 




rij^ 


zri 


"a^'^^cil 


=s 


^ 


- 



0. Old English Song, " Since first I saw your face." 



^ 



^ 



^ 



^. Write a passage in D major, introducing both resolutions 
of the dominant seventh. 

q. Write a passage in G minor, introducing both resolutions 
of the dominant seventh. 
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CHAPTER IX. 

THE INVERSIONS OP THE SEVENTH. 

82. If, in the chord of the seventh, the third of the chord 
(leading note) is placed in the bass, the First Inversion of the 
Dominant Seventh is formed — 



=cc 



=g= 



The third of the original chord is now the bass note. The 
intervals being a sixth, fifth, and third, this chord is termed 
the Chord of the Sixth and Fifths or, more briefly, the Chord 
of the Six-five. It is figured S or J. 



P 



=B= 



W 



zrsz 



— T2Z 



6 



88. If, in the chord of the seventh, the fifth of the chord is 
placed in the bass, the Second Inversion of the Dominant 
Seventh is formed : — 



=a^ 



The fiftih of the origincd chord is now the bass note. The 

Digitized by VjOOQ IC 



CHAP. IX.] THE INYEBSION8 OF THE SEYENTH. 



68 



intervals being a sixth, fourth, and third, this chord is 
termed the Chord of the Six-four- three. It is figured 2 or j. 



32= 



iel: 



m 



=za= 



-&- 



zcn 



84. If, in the chord of the seventh, the seventh of the chord 
is placed in the bass, the Third Inversion of the Dominant 
Seventh is formed : — 



7 6 

4 
2 

The seventh of the original chord has now become the bass 
note. The intervals being a sixth, fourth, and second, this 
chord is termed the Chord of the Six-fott/r-two, or, more 



briefly, the Chord of the Four-two. It is figured |, 



t, or 2. 



P 



-a_ 



=8= 



I 



m 



6 
4 
2 



85. Eule for the Resolution of the Inversions of the 
Seventh : — 

" Wherever the original seventh occurs, it must fall,** (For 
exceptions, see par. 87.) The leading note, of course, rises. 
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The original seventh mil be foond as the lower of ttoo aeji^ent figwrei { 
(the fifth), I (the third), i (the bass note itself). 

It may also be of use to note that the figurei of a triad' s taken in 
descending iueeession show the dissonance which mnst fEdl in the 
Tarions inyersions of a seventh. The fifth in the s ; the third in the |: the 
first {i,e.t the bass) in the I, 

86. Resolution of the Six-five Chord.— The bass, being 
the leading note, rises ; the fifth, being the original seventh, 
faUs:— 




32= 



23= 



^g^ 



3n= 



87. Resolution of the Six-four- three Chord. — The third, 
being the original seventh, falls ; the sixth, being the leading 
note, rises ; the bass rises or falls one degree : — 




^ 



icz= 



=0= 



When this chord is resolved on the chord of the sixth on 
the third degree of the scale, the seventh may risCf provided 
that such seventh lies at a distance from the fimdamental 
note, and provided that the leading note is above it. The 
progression from a diminished fifth to a perfect fifth, shown 
at b, is in this particular resolution sometimes allowed, but it 
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is seldom satisfactory. At c, the root and seventh lying 
together, the discord would resolve on a unison, which is 
also unpleasant. 

a. Good. b. Weak. c. Bad. 



i 



321 



:«= 



"gr 



iee: 



S 



122= 



88. Occasionally the fourth of this chord is omitted. It 
is then called the Incomplete Six-fowr-th/ree — as it contains 
only a third and a sixth on the supertonic. It then 
resembles the first inversion of the diminished triad. Here 
also the third may rise, particularly if the bass rises to the 
third of the tonic triad. 



^^ 



32= 



W 



TJ- 



6 



The student should note, that when the diminished triad is 
thus resolved on the tonic triad it must be regarded as an 
incomplete seventh, its root being the dominant ; but when 
it resolves on the mediant triad it is a hona fide diminished 
triad, its root being the leading note. (See Chap. II., par 40.) 

89. Besolution of the Six-four-two. — The bass, being the 
original seventh, falls one degree ; the fourth, being 
the leading note, rises ; the chord of the Six-four-two is 
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therefore always resolved on a chord of the sixth on the 
third degree of the scale : — 



, Q ^j 




« 


1 ^ n 


m ^ 


r " II 


€? 


L^rj 


ifl? & 


— & 4 




e= J 


jcl ^s^ JSt. ^s^ 


/l^^• jrt 




.^ II 




^^ri — 






\J^ * ■■ 








11 



90. The second resolution of the dominant seventh (to the 
snbmediant triad) may also be taken with both chords 
inverted, a and b being preferable to e and d. These pro- 
gressions are, however, exceptional, and should be avoided by 
the student in the early exercises. 



"• 


b. 


e. 


d. 


































CA " » 






« -^ 










IW. * 








'<z^ — fn ■■• 

















6 


6 


4 


6 


4 


6 


4 


6 


6 




8 




8 


4 


2 


4 



The student should observe the position in the scale of the 
inversions of the dominant seventh : — 

First inversion S on the leading note. 
Second inversion $ on the supertonic. 
Third inversion % on the stiAdominanL 

91. ''A discord and its inversions may succeed each other 
in any order before a resolutioQ takes place. In such a case 
it is only necessary to resolve the last chord" (Goes), In 
this instance the discord is transferred to another part 
whereby it is duly resolved. 
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-^ r— ^ r 



_Ci- 



A 4 



m 



7 6 4 4 
5 8 2 



4 6 
2 6 



67 



92. Occasionallj in the minor key the dominant seventh 
is resolved on a concluding major tonic chord. This major 
third was formerly called the Tierce de Pica/rdie. 



Exercise 15. — Inversions of the Dominant Seventh. 
Introduce and resolve the following inversions of the 



dominant seventh: — 
a. 6. 



^ 



zai 



t 



22= 



W' nt^^ I \h 



/. 



32= 



:ra= 



-^ 



4 
8 



^ 



lEC 



^i 



s 



4 6 
2 



m 



4 
3 



9 

4 
3 



6 
5 
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Harmonise the following basses and melodic phrases : — ' 

n. 1 . . .1 I I 



J JiJ J|J'°' l ^M°'rVjJ|Jj 



p'^-v^^v 



Wi 



T^=^ 



nj^:d^^^±s 



^^ 



Txz 



^ 



4 6 4 
2 3 



6 6 4 6 4 4 
5 8 2 3 



^^ii^^\^-f\r\' \ rT\\r\y^^ ^ii 



4 6 4 6 
3 2 



4 6 4 
2 8 



6 7 
5 



^m 



p^^ 



6 6 
6 — 



4 6 6 6 6 
2 



^ 



^ 



P 



6 6 4 6 

6 3 



6 6 7 



t'LUf i r r i r r i i' i -'t-J ^i i ^ H:' ! 



ti4 6 6 be 6 be e e be ? h 



r. ^ . _ ^ 


5t tlM^h* > 1 11 


W.U'lr?^^-:W;i^ 


--SHfeFf^ 




u^ — 1 "■^'QLJ ■ \ " 



46 664 66 664 6664 64 
2 425 42 428 



^ i '«]tJri'^^ii'nrr i rtJ i . , i^iJ«J i '^ 



6 6 6 6 
5 



62169679 6t 

42 45*4 5* 

3 ^3 
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t. Old English Song, " Sally in our Alley." 



f'iij'PiJJ^rr i ^ 



i 



fs^^ 



WZJtZ 



u. Chorale, ** Vom Himmel hoch." 



j|! ^>:fM°^^i|^^=M=^ 



fj rj IZZ 



^ 



i 



^m 



rJ r^ 



^t^ 



^ZZ 



zz 



V. Write a single chant in F major, introducing inver- 
sions of the dominant seventh. 

w. Write a short passage in minor, introducing inver- 
sions of the dominant seventh. 
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CHAPTEK X. 
MODULATION. 

98. MoDUTATiON is the *< process of passing from one key 
to another." (Sir Hubert Parry, in Grove's "Dictionary of 
Music and Musicians,** art. "Modulation.*') 

94. Modulation is of two kinds : — 

I. Natural Modulation arises when passing from a given 
key to any of its Five Attendants. 

The Five Attendant Keys are — the relatiTe key, the dominant and its 
relative, the snbdominant and its relative. 

The Attendant Keys to C major are its relative, A minor ; the dominant, 
G major ^ and its relative, E minor ; the sabdominant, F m^jor, and its 
relative, D minor. 

The Attendant Keys to A minor are its relative, C m^w ; the dominant, 
E minor ^ and its relative, Q major; the sabdominant, D minor ^ and its 
relative, F major, 

II. Eaetraneous Modulation arises when passing to any key 
other than one of its Five Attendants (see Chap. XVII.). 

Natural Modulation. 

95. This species of modulation is readily efitected through 
some form of the dominant chord of the new key. This dominant 
chord may be preceded by a chord common to both keys, in 
which case the modulation is said to be "Oradual**; or it 
may be preceded by a chord distinctly belonging to the previous 
key, and not to the new key, in which case the modulation 
is said to be " Sudden.'* 
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a. Gradual Modulation. 
G mi^or to G major 



b. Sadden Modulation. 
m^jor to G major. 



n? 1 










n? 1 










r^ 








rj 


'^ 




f^^ 




iL 


>5 


fn^ 




1 


5< 


















ir ^ 




V^ 




^ - -o n 












AjV. rj 


j-^ 




in 




\ m \ 1 












1 «-» 1 1 
















i-«-j 








L« — U 



7 
« 

At a the dominant seventh on D is introdaced by the 
ambignons ohord of A minor belonging to both keys (G and 
G), being the submediant of G and supertonic of O ; hence 
the modulation is <* gradual.*' 

At h it is approached through the chord of F major, 
which, having no connection with the succeeding key of G, 
renders the modulation « sudden.'* 

96. Examples of Modulation from G major to each of its 

attendant keys : — 

To A minor To G major To E minor 

(relatiTo). (dominant). (relatiYO of dominant). 



P 



ini 



IQEI 



32ZIZZ3 



321 



-^»- 



-C7- 



lor 



-ZJr 



^P3Z 



^ 



321 



^ 



321 



32= 



3z: 



32= 



32= 



To P m^jor 
(aabdominant). 



^s 



4 
8 

To D minor 
(relative of sabdominant) 



7 



S 



in= 



-Tjr 



1 



^ 



— TJ" 

1 



=22= 



32= 



«= 
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97. Example of Modulation from minor to each of its 
attendant keys : — 

To E flat (rdatiTe). To Q minor To B flat major 

(dominant). (relatiTe of dominant). 



$ 



fc 



321 



32= 



i 



fc 



22= 



T2~ 



122= 



^ 



-Q_ 



_Q_ 



m 



=C2= 



32= 



"T2" 



8 



m 



6 
5 

To F minor 
(sabdominant). 



To A flat 
(relative of snbdominant). 



in= 



32= 



S 



Q 



=ce: 



:g= 



32= 



32= 



S 



b7 



33= 



98. Modulation may be PermanmU — i.e., when the music 
remains in the new key to which modulation has been made 
(in which case a further definite cadence in the new key is 
frequently added) ; or it may be Transient — Le,, the new key 
is only passed through, proceeding to yet another key» or 
returning to the original key. 

Example of Permanent Modulation, G to D minor : — 



P 



:Z2Z 



fe 



m 



IZH 



■xn 



izai 



izz: 



-a- 



feo- 



g 



? 



33= 



Modulation. 



32= 



7 



Cadence. 
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Transient Modulations throngh the attendant keys of 
D minor : — 






M.-^ .-^■^. 



^m 



JA 



l f'>; i |-i.' i r.i'" 



=^ 



^^ 



4 6 7 



'^w^iJ.Lyfij^s;^ 



dencQ. 



Ttnn , Dmin. 



99. Every ohord in a key has its own special fonction to 
fulfil, its root progressing in the manner peculiar to that 
particular degree. A means of modulation is effected when 
the original function of two chords becomes exchanged. 
Thus, in the following example : — 



P 



m^jor. 
Tonio. 



D major. 
Dominant. Sabdominant. Dominant. 



Tonio. 



T?~ 



-ZJ- 



"gy 



"o- 



I 



^h 



-TJ- 



-cr 



zm 



TT- 



ini 



inz 



^ 



The chord of G is approached as the dominant of G. 
Its functions as the dominant of G are exchanged for those 
of the subdominant of D, the chord of O as a subdominant 
passing to the dominant of the new key. Thus a ready 
means of modulation arises. 

100. Another frequent and natural means of modulation 
is a '* note in common " between the two chords. Thus any 
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note of a chord may be sustained and become the root, third, 
fifth, or seventh of the next modolating chord : — 



-^ 



■75- 



At a, the third of the chord (E) is sustained and becomes 
the root of the seventh (D) ; at b, the same third of the chord 
is also sustained and becomes the fifth of the dominant chord 
on A, while the O, also sustained, becomes the seventh. 

Compare also modulations in the example given in par. 98. 

For farther information on the subject, see Chap. XYIL. ; 
also Higgs' Primer on Modulation (Novello). 



Exercise 16. — On Modulation, 

Harmonise the following basses and melodies, making the 
modulations indicated. Triads, dominant sevenths, and 
their inversions may be used : — 

a. Single Chant. 



321 



?SI 



m 



-JJO. 



To G mi^or. To A minOT. 



tiinor. To mai 



major. 



d. Single Chant. 



(^# " I f tf I fj ^ 



■,—p- 



^ 



33= 



6,4 6| 

2 



1^ 

6 



"Tsir 
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5 

ToB 



\]!Ljt 



II I 

To E flat major 



^^i^^^^^ 






To G major. 



major. 



e. Single Ghant. ToE^r. To A minor To G major. ToOmajo 



^ 



^ 



^^ 



I23I 



T3" 



^ 



* See Bale, Chap. IIL, par. 48. 
/. Single Ohaot. ToOmnor. ToEflatmnJor, 



fc 



T r 



] To • minor. 



f'l' l J .1 



* 



~73" 



22: 



^=B 



G minor. 



^. German Chorale, " Nan danket." 



^"^I'lCC 



i 



Q O 



Q ' r^ 



Q r J 



To C mi^jor. 



To A minor. To 



3 



izz: 



^=R 



c:^ * r^I 



Q ' O 



B flat major. To G minor. To F major. 

1 r ' ' 



l> p fj 



^ 



z±r=:^±=2i 



gg rj 
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[chap. Z. 



|^irT i frrJ^iJj-i-ir i rrririr r.'^ i 



ToTT. fo 6. ToTT 



4r 



^T^ JjJJ i Tj •• r^^ 



ToTG. To C. 



tTg. 



t. ModiQate from G major to each of its attendant keys. 
{N.B, — Five separate exercises.) 

j. Modulate from D minor to each of its attendant keys. 

k. Make two modulations to B minor, the first *< gradual," 
the second *< sudden.** 

I. Write a double chant in E flat, ending the first phrase 
in B flat, the second in O minor, the third in minor, and 
the last in E flat. 

A double chant is twice the length of a single chant. The 
modulation after the second section is generally to an 
attendant key. 
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CHAPTEK XI. 

OTHER CHOEDS OF THE SEVENTH. 

101. Befobe proceeding farther with the intervals of the 
dominant chord beyond the ** chord of the seventh," it is 
necessary to state that *' a chord of the seventh may be 
formed on any note of the scale ; and when the bass alternately 
rises a fourth and falls a fifbh, we may employ a succession 
of such sevenths, usually terminating with a dominant seventh ' 
(Gass). For example, see par. 105. 

These chords are called Secondary Sevenths, in contra- 
distinction to the Dominant Seventh (which has been already 
explained) and the Tonic and Supertonic Sevenths (to be 
explained later), which are called Primary Sevenths. They 
are also called Diatonic Discords, since they are formed by 
the notes of the Diatonic scale only. For Chromatic Discords 
see pars. 106 to 109 of this Chapter : also Chaps. XV. and 
and XVI. 

102. Preparation of Secondary Sevenths. — Secondary 
sevenths are usually prepared — i.e., the dissonant note (the 
seventh) is made to appear in the previous chord and in the 
same part — 

a. Prepared. b. Unprepared. 



m 






r 



m 



A 



? 



j-^ 



A. 



T 

At a the secondary seventh on D (t.^., the note C) is 
piroperly prepared, since it appears as third of the previous 
ehord of A minor, and in the same part (soprano). 
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At b it is not prepared, since G in the first chord in the 
alto appears in the second chord in the tenor, and therefore, 
though the same noUy it is not in the satM part. These chords 
are now often introduced without preparation. The student, 
however, should at present adhere to the older method of 
treatment. 

108. Besolution of Secondary Sevenths. — The bass usually 
rises a fourth or falls a fifbh, and the seventh descends. The 
third being no longer the leading note (as in the dominant 
seventh), is free in its progression. Provided the seventh 
falls, there is considerable variety in the chords that may 
follow secondary sevenths. 

104. The treatment of the inversions of secondary 
sevenths is in every respect similar to that of the dominant 
seventh, except that (a) while the original seventh should be 
prepared, {h) the third is free in its progression. It may be of 
assistance to the student to refer to Chap. IX., par. 85, 
note (p. 64). 

The first inversion of the secondary seventh on the super- 
tonic, consisting of a sixth, a fifth, and a third on the 
subdominant was formerly called the Added Sixth, since 
it resembled a subdominant triad with a sixth added. 

105. Sequences of sevenths are of frequent occurrence. 
They may be introduced wherever the bass rises a fourth and 
falls a fifbh. A seventh may then be placed (a) on every 
note, or (6) on every alternate bass note — 



-Jt rlT^j j-rJ Jr;J jrj n-^ 



TV f- 



J rJ fJT^ rJ'F 



^^ 
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^ 
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When a seventh is placed on every bass note (as at a) each 
alternate chord necessarily appears mcomplete through the 
omission of the fifth. 



$ 



^^ 



^ 



zr±: 



^ 



rcz 



T^^ 



^^^ 



m 



^ ■ J J^i 



^^-/j: 



-PZ- 



The Ohbomai:io Ghobd of the Seventh on the Supebtonio 
(the Supebtonio Seventh) 

lOf). When to the chromatic triad on the supertonic (see 
Chap. YI., par. 64) the minor seventh is added, the Supertonic 
Seventh is formed. 

The diflference between the chord of the seventh on the 
supertonic (derived from the chord of the eleventh — see Chap. 
Vn., par. 74--and consisting of a rmnor triad and minor 
seventh) and the supertonic seventh (derived from the chro- 
matic triad and minor seventh) must be carefcdly observed. 
Compare the second chord in the example in par. 105 with 
the first chord in par. 107. 

107. The resolution of the supertonic seventh is governed 
by the same rules as the chromatic triad on that degree of 
the scale — therefore, in order not to induce modulation, it 
must be followed by — 

a. A chord containing the diatonic fourth of the key (see a). 
h. Some form of the tonic triad. 

Hence, in the resolution of the supertonic seventh, the 
seventh sometimes remains stationary (see &). When this 
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occnrs the seventh may be doubled, and one of the sevenths 
may leap (see c, below). 



a. 

rP 1 




b. 




e. 


— " — I 


i. 


(S ^i 


h^f=l 


Hf^ 


— & — 


hH 




-*r3 ® 


^/ r -^ — ' 


i_^ul — I 








-^ 


1_^|« u 


/^\, €? 














tw. .^ 






































1 — 9 — I 


1 9 — U 



At a the snpertonic seventh is followed by a dominant 
discord. This, of course, contains the diatonic fourth of the 
key. 

At h the supertonic seventh is followed by some form of the 
tonic triad (its second inversion), the seventh remaining 
stationary. 

At c the seventh is doubled : one seventh remains 
stationary and the other moves by leap. 

'* It is also allowable, without doubling the seventh, to 
make it leap as a concord, provided the fifth in the chord of 
the seventh proceed to that note in the following chord, which 
was the seventh in this " {Macfarren) (see d). 

The Ghbomatic Ghobd of the Seventh on the Tonic 
(the Tonic Seventh). 

108. When the minor seventh is added to the major tonic 
chord, the Tonic Seventh is formed. 

In order to avoid modulation, this chord must be followed 
by a dominant chord (see a), a supertonic chord (see h). 

Hence, in the resolution of the tonic seventh upon the 
dominant chord a new progression of the seventh occurs, in 
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which the seyenth rises a ohromatio semitone to the leading 
note— 

a. To dominant. 6. To Bapertonio. 



i 



m 



=^ 



tt — ^ 



33= 



23= 



32= 



Jto_ 



=n= 



=n= 



The works of modem composers — e.^., Dyor&k, Grieg, and Wagner— 
funish examples of many other chromatic seyenths used in a key withont 
modulation. It is well for the student at present to use only those already 
giren. 

Neither of these chromatio seyenths require preparation, as they partake 
of the character of a dominant seyenth, which, in the nature of their interyals, 
they exactly resemble. 

CJiant containing ChromaHc Sevenths, 



^'\rA^d\\^\^\,LA\^^\.J 




m - 1 f- r 1 : II - L. hr J > . J s 1 



109. Inversions of both the chromatic sevenths (supertonic 
and tonic) may be formed. These inversions are bound by the 
same rules of resolution as were the fundamental chords. 

It will be well to remind the student that these chromatic chords of the 
seyenth (upon the supertonic and tonic) haye greatly enlarged the resources 
of harmony at his disposal within the bounds of the original key. The 
old way of looking at these chords, as dominant seyenths of various keys 
irregularly resolyed, is much more confusing than the method here adopted 
(in common with most modem theorists) of looking upon them as chords 
belonging to one key and inducing no modulation. 

Some of these resolutions peculiar to the chromatic seyenths are some- 
times applied to the dominant seyenth. Thus the dominant seyenth is 



Digitized by VjOOQ IC 



82 



HABMONT. 



[OHAP. ZI. 



ooeasionally resolyed on the rabdominant and (less freqnenUy) on Uie 
Bopertonic triad ; in both cases the seyenth remains stationary. 
To the sabdomlnant. To the snpertonio. 




110. False relations that arise from the use of conseoutive 
primary sevenths are allowed, as in the following example : — 
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Exercise 17. — On Secondary Sevenths. 
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^^nr\rr \ rr\^rr\AJ\'^^r-\r^ ^ 



4 6 4 6 4 6 6 5.6 5.6 6 7 

2 2 2 5 8^5 3^5 5 

* These three chords ({) are taken without preparation. 

Harmonise the following, introducing sequences of 
Sevenths or their inversions : — 



$ 



4. r ^ p 



w^ 



m 



J3Z 



Z2Z 



-^- 



^ \^i S 



Introduce and resolve the following chromatic sevenths 
and show their various resolutions : — 



i 



9- 



h. 



;fe 



2a: 



^E 



aa: 



:g= 



:§: 



Jra. 



Ig: 



p 



:«: 
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w^ 



\a. 



I^n. 



On ChrotnaUe Sevenths, 



^^ 
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7 6 — 6 
# *-8 



Digitized by'vjOOQlC 



84 



HASMONT. 



[OHAP. XI. 



M: 
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6 ll? 



» 
4 
S 



6 



'^vui;" Jr^r 



Harmonise the following without modulating: — 



^^'^$^>JliJHnJjg|jt,j,JlJ | J ^ 



Add alto and tenor parts : — 



J. F. B. 



i 



^ 



nsr 



fJ fJ 



ict 
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TTT 



Q Q =ZZ 



"73" 



=p=g 



^^ 



ini 



6 » 

t 2 



« t 



i 



^fe! 



i 



32Z 



zee: 



in= 






^ 



^ 



jp: 



T3~ 



fa Ifl ' 



♦ 



6 7 



1 



6 9 

4 7 



2- 

and 

r. 



9 >8 7 
7 6 5 
3 - 
* See par. 107, d (p. 80). 

Write a short passage, introducing secondary sevenths 

their inversions. 

Write a passage introducing sequences of sevenths. 

Write a passage introducing chromatic sevenths. 
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CHAPTER XII. 

THE CHORD OF THE NINTH. 

111. If to a chord of the seventh a ninth from the root be 
added, the Chord of the Ninth is formed. 



The Dominant Ninth. 

112. The Chord of the Dominant Ninth consists, therefore, 
of the dominant seventh with the ninth from the root added, 
which ninth is major in major keys and minor in minor keys. 
It is figured ». 



Major 9th. 
a. 



b. 



Minor 9th. 
d. 



P 



zrsz 



m 



ZJOlI 



iSz 






I 



j>'h~ II 1° I I 



SE 



m 



32= 



:fe 



In vocal writing it is seldom satisfactory for the major 
ninth to be below the leading note (see c) unless one of the 
two notes is prepared. The fundamental note must, of 
course, be at a ninth, not a second, below the dissonance. 
In four-part writing the fifth is usually omitted. 

In Chap. VI., par. 67, it was shown that all the triads in the minor 
mode (except that on the tonic) may be freely used in the major. This 
is also the case with the minor ninth, which, although belonging to the 
minor key, is frequently introdaced in the major. 

118. The Resolution of the Dominant Ninth is to the tonic 
triad ; the ninth and the seventh, both being dissonant notes, 



Digitized by VjOOQ IC 



86 



HABlfONY. 



[chap. xn. 



fall one degree in the resolutions, while the leading note (the 
third) rises. If the fiffch is present and is below the ninth, it 
muit rise^ otherwise consecutive fifths with the ninth will 
result (a). 

If resolved while the rest of the chord remains, the ninth 
may &11 to the octave (see c), or fall to the third (see d), or, 
in the case of the major ninth, rise to the third of the chord 
(see e), provided that the third is not already present. 



-&- 



321 



•^j 



-Q_ 



'•a 



22: 



^ 



IQZ 



32= 



^ 



^ 



-TJ- 



-Q- 



-^ bfi^ 



-Q. 



Z2= 



m 



:rsz 



9 


9 


9 8 


b9 7 


9 7 


7 


7 


7 - 


7 6 

5 B 


7 5 
5 3 



When the ninth is resolved first and the dominant seventh 
after it fas at c), the figuring (9 8) wiU show the descent of 
the ninth, while 7 (the figure 7 followed by a stroke) 
indicates that that interval remains stationary. 

The ninth and seventh may be taken without preparation. 
It is not advisable to approach the ninth by similar motion. 
The ninth and the seventh of the dominant chord can 
readily be found by the student, for the purpose of correct 
resolution, if he bears in mind that the seventh is always the 
subdominant degree, and the ninth the submediant. 

114. The Inversions of the Dominant Ninth are of two 
kinds : — 

a. Those which retain the root, and are therefore true 
** Inversions.** Chords thus derived are less frequently used. 

h. Those which have been termed "derivatives,** in which 
the root is omitted. Chords thus derived resemble a 
secondary seventh on the leading note, with its inversions. 
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Inversions of the ninth, root retained : — 



iBt. 
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m 



T3" 



2iid. 



Srd. 



=231 



T3~ 



4 
8 
2 



4th. 



IZ3Z 
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The first and third inversions of the chord are those most 
frequently used ; the second is seldom employed, on account 
of the absence of the leading note, and the fourth very rarely, 
as the root and ninth, in their original positions, being, 
separated by more than an octave, are really incapable of 
being inverted in that interval. 

Inversions of the dominant ninth, root omitted : — 



7 6 4 

£53 

Note, — w indicates the root. 



4 

2 



-^- h>-^ k-^ -^ 



7 t^ ^i Jt 



When derived from the major ninth, the chord is called 
the Leading Seventh, from its position on the leading note 
of the scale (see a above). 

When derived from the minor ninth, it is called the 
Diminished Seventh, from its characteristic interval (see b 
above). 

The Btadent need not be confused mth the similarity of the figuring of the 
inversions of the leading and diminished seyenths with those of the dominant 
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seTenth, smce their podtionB in the scale are different, as may be seen by 
comparing the following : — 

/Bass on fifth of scale. 

Dominant Seyenth j ^"* inversion f on leading note. 
1 Second inyendon | on sapertonio. 
(Third inyersion J on snbdominant. 



Leading Seyenth 



Bass on leading note. 
First inyersion J on supertonic. 
Second inyersion f on snbdominant. 
L Third inyersion J on snbmediant. 



115. The Resolution of these Inversions exactly corresponds 
to that of the original chord of the ninth. The notes which 
were originally the ninth and seventh fall : the leading note 
rises. 

Leading seventh and its inversions : — 
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As in the resolution of the ninth, so here, if the original 
fifth is below the original ninth it must rise, otherwise con- 
secutive fifbhs will result. Hence, in the resolution of the 
g the bass of the succeeding sixth is necessarily doubled 
(see * above). 

The leading seyenth is treated as a deriyatiye from the ninth when it 
is resolyed on the tonic triad, the bass, as the leading note, rising ; when it is 
resolved on the mediant, it is treated as a secondary seventh (see Chap. II., 
par. 40, and Chap. IX., par. 88). 
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Diminished seventh and its inversions : 



i 



T3" 



fe 
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T7~ 



~cr 



IZ2Z 
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The diminished seventh, thongh derived from the minor 
ninth, may be freely nsed in the major key. 

The Supebtonio Ndtth. 
116. To the Supertonic Seventh the major or minor ninth 
may be added. The resolution is subject to the same rules 
as the supertonic seventh, the ninth descends (see a and b) 
or remains stationary (see c and d) (see Chap. XI., par. 107); 
in the case of the minor ninth resolving on a major tonic 
chord, it may ascend a semitone (see e), 

a, h, c, d. e. /. 



r9 — ^^ rj 1 
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In the inversions of the supertonic minor ninth, the minor 
ninth is frequently written as a chromatic semitone above the 
root (see/, where D sharp should be E flat). 

The Tonio Ninth. 
117. To the Tonic Seventh, the major or minor ninth may 
be added. The resolution is subject to the same rules as the 
tonic seventh, the ninth descending, or remaining stationary, 
or, in the case of a minor ninth, ascending a chromatic semi- 
tone (see Chap. XI., par. 108). 
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The supertonic and tonic ninths may be used with the 
major or minor ninth in a major key ; but in a minor key 
the supertonic major ninth is impossible (since it contains the 
major third of the scale), as is also the dominant major ninth 
(since it contains the major sixth of the scale). 

The Secondaby Ninths. 

118. A ninth may be added to a chord of the Secondary 
Seventh, making a diatonic chord of the ninth and seventh, 
both intervals being prepared. 



i 



321 



22= 



rJ J 



^ 



:^=ci 



Z2= 



rJ O 



:^=e: 



, _ . / ■ j « p I o 



-€^ 



32Z 



Q ' Q 






, -^^ , ^^ , J J 



22= 



1^1 



22= 



s 



=221 



221 



?2=:^ 



-f2= 



fT 



■ ^ I r^ Q 



7 '9 
7 



9 I, 
7 7 



'4 I 
8 



Exercise 18. — On Ninths. 
Introduce and resolve the following in various ways : — 



i 



b. 



_Q_ 



Dominant Ninths. 

lC. 



1^ 
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/. Tonic minor ninth. 

g. Sapertonio migor ninth, first inyendon, root omittecL 

h, Sapertonic minor ninth. 

t. Tonic major ninth, second inyersion, root omittecL 

j, Sapertonio minor ninth, third inyersion, root omitted. 

Harmonise the following figured basses : — 
k. 



-ZJZ 



Z2I 



i 



SBa 



zz 



33 



-jam 



f ^ ' r.'r' % 



6 9 6 7 
74 
3 
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6 6 9 6 7 
5 7 4 6 

b 
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7 4 — 

8 8 2 



9 8 
6 7 
8 — 
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Harmonise the following melodies, introducing ninths and 
inversions of ninths : — 



> X "' I 'c 'f=4 
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p. Write a passage in C minor, introducing various chords 
of the ninth and their inversions. 

q. Write a passage introducing chromatic chords of the 
ninth. 
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CHAPTER XIII. 



SUSPENSIONS. 



119. A Suspension is formed when a note, which should 
descend one degree in its progression, is prolonged and 
suspended over the notes of the second chord, descending 
afterwards to its normal position : — 



r;T> J J 



-rrs- 



-Tjr 



-cr- 



W 



-JOlL 



np~ 



-fj- 



znsz 



■joz 



in the soprano, before descending to B, is suspended o^rer 
the second chord of G and subsequently passes to its 
resolution. 

120. There are three conditions essential to a suspension : — 

The percussion of the note as part of the previous chord 
is the prepa/ration ; allowing it to sound over the 
succeeding chord, of which it is no part, makes 
the siispension itself ; while its progression a degree 
downwards is its resolution. 

121. There are three notes in the common chord (octave 
of bass, fifth, third), each of which may form the resolution of 
a suspension. 
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The octaTe siupended. 



HABMONY. 

The 5th suspended. 
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The 3rd suspended. 
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9 8 



6 5 



3 



The octave suspended produces the 9 8. 
The fifth suspended produces the 6 5. 
The third suspended produces the 4 8. 
The figuring of the other notes of the chord remains the 
same. The progression of the suspension to its resolution is 
shown hy the two successive figures. The ahove suspensions 
might therefore be figured — 

9 8 8 — 8 — 
6 _ 6 6 6 — 

3 — 3 — 4 3 

Usually, however, the figures of the remaining intervals are 
omitted, and the suspensions are marked 9 8, 6 5, 4 3. Care 
must be taken not to confuse 4 with the chord of the six-four, 
the suspension 4 being always accompanied by the 5 unless 
otherwise indicated. 

122. There are three other intervals found in the inversions 
of chords (viz., sixth, fourth, and second), each of which may 
form the resolution of a suspension. 
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6 — 
4 — 
3 % 
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The sixth suspended prodnces the 7 6. 
The fonrth suspended produces the 6 4. 
The second suspended produces the 8 2. 

The figuring of the other notes of the chord remains the 
same (see par. 121 above). It is, however, very necessary to 
note the difference between a fandamental seventh that 
resolves on another bass, and a suspension 7 6 that usually 
resolves on the same bass. The latter, being a suspension of 
a chord of the sixth, can, as a rule, have no fifth. 

128. Buies for the use of Suspensions : — 

I. The suspension must be pr^sared — t.^., it must 
appear as a note of the previous chord and in the 
same part (see a). 

The suspension should, as a rule, be prepared by a note at least equal 
in length to the suspension. 






-nr 



ICC 



-rr 



U. The suspension is formed (6) when the note is 
sustained on the next accented part of the bar, and 
it will descend one degree in resolution (c). 

III. The note on which the discord of suspension will 
resolve must not appecur in another part except the 
bass during the existence of the suspended discord- 
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IV. Suspensions do not correct consecutive fifths or 
octaves — 

Wrong 



^r^^ 
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y. The suspension, being a note having a fixed pro- 
gression, must not be doubled — 

Wrong. « 



i 



^ 



ini 



z^ 



izac 



124. Suspensions in the bass occur most frequently before 
chords of the sixth and g. These suspensions may be figured 
in two ways : — 

a. The figures may be reckoned as from the suspension 
itself (Examples d, /), hence a | on the note of resolution 
will become a § on the note of suspension. 



A 5 on the note 



of resolution will become a 4 on the note of suspension. 
b. An oblique stroke descending from left to right may be 
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placed under the suspension and the figures under the 
resolution (Examples «, g). 
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It is possible to saspend the bass of a triad, bnt the effect is not satisfactory 
if the fandamental appears in an upper part. If this suspension is used, the 
fdndamental in the upper part should be approached by step, and in contrary 
motion to the bass. 

In Goss*s " Harmony** the oblique stroke is from right to left (/6), bat the 
method (adopted by Biohter) used in this book is preferable, as being more 
snggestiye of the downward progression of the suspension (\6). 

125. Other Besolutions. — ^It is allowable to change from 
the fandamental position to the first inversion of the chord 
at the resolution of the suspension, or even to resolve it on a 
different chord. The chief object to be kept in mind is the 
resolution of the suspension, which, sooner or later, mmt go 
to the note suspended. 



i 



M 



=Et 



^ 



32= 



32= 

"72" 



i^=^ 



-cr 



7 7 



-Q- 



^ ri I I - 1 ^ 



-Pa- 



— j_ 



T 
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126. Double SospensionB. 

Two or more snspencdonB may be freely used at the same 
time — 



^ 


■jTvJ 


=^ 


—^ el r±- 




f3 rj 


^ 


\ ^ \ rj n 


y^L. 


1 o 




I 1 — Q U 



Double Buspensiona, which move to their resolutions by con- 
secutive fourths (S S)' ^^^ ^^^- ^® addition of another 
suspension a third below makes the progression good % % — 

Bad. 4ths. Good. 



P 



321 



^^ 



'^ ^jr-j-^ 



-Q. 



^A J. 



^ 



~T3~ 



9 


8 


6 


6 


4 


3 



The student will notice the similarity between the double 
suspension 2 cm^ the second inversion of the triad. When- 
ever it is thus prepared and resolved it should be regarded 
as a double suspension ; the second inversion of the triad 
requires, of course, no such preparation. 

Betabdatioms. 

127. A Retardation is formed when a note, which should 
ascend in its progression one degree, is delayed. 

128. There are two retardations over fundamental triads: — 
a. The Octave retarded produces the 7 8. 
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b. The Third retarded produces the 2 8. This latter 
retardation is not always satisfactory, since the ear 
frequently realises the 2 as a ninth, and expects it 
to fall instead of rise. 



P 



^^ 



6- _ I I 



^ 



S 



r± 



-zj- 



-cr- 



TT 



TT 



^ 



221 



32Z 



iSi 



321 



321 



ZBEE 



^ 



"73" 



:^ 



za= 



7 8 



5 — 
2 8 



7 8 
5 — 
2 8 



6 6 
8 — 



A double retardation may be used (as at c). The above 
retardations may also appear over inverted chords (as at d), 

Betardations are prepared and resolyed like rospensions, except that their 
resolation is upwards instead of dotDnwards, 

Example in six parts, showing all the possible suspensions 
and retardations over the triad in its fandamental position : — 



^ fClH 



^ 



^ 



^m 



"72" 





9 


8 


9 


6 


5 


7 


4 


8 




7 


8 




2 


8 
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Exercise 19. — On Susperuions, 



m 



s 



W — M 



=p 



nS: 



'a*iarrrirrirJi^-r i fJ i i:% , ijH ii 



6698489876 96466' 777 667 
5- 42 5 5 4 8 



b. 






















•Mlug 1 


= 




-1©- 


p!t: 














^ " ^ -6^ 


LJ 


4 8 


L4U 


6 


4 8 


4 8 


V 




7- 


'— cr- ■ 



48 



c. Exercise given by Mozart to Thomas Attwood. 



^ 



IC2Z 



ZZ 



321 



ZZ 



-^>- 



f-j I rJ 



-iSh 



64848489 66» 66 



(SI' f^ P 



IQ= 



=w= 



i 



¥ 



» 6 '6 B6 4 8 4 8 6 6 6-' ^4*" 

us ' *<-♦ ' 



^Bitar' cf i f ^iN' nr r ^ 



6-6 664 6 76486-7 
2- 482 4- 2- 

8 - 



s 



j | j J J 



^ 



7-986-9-7698 6 6 7 TS 
6 - 5-4 8 

4 8 
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^m 



9 — if S 9 8 b 7 — 



9 8 
7 6 



3- $ - 



7 — 6 6 
4 3 



7 — 6 6 

4 I |2 8 



^^ 



"CT" 



72= 



(Uf f^ 



5 177 J7 8 7^6 

4 8 ^6 — 6 44 
2 3 4 — 3 — 



n « 



6 » 

4 4 

2 8 4 q 
/. Make this the alto part, and add parts for soprano, tenor, and bass. 



^ 



I 



r rdr rir r ' f--'r r^ffJ-rr 



4r-^ 



In ^ar. / and g the bass should be first sketched before the nppcr parts 
are added, each tied note being treated as a sospension. 

g. To this tenor part add parts for soprano, alto, and bass, treating each 
tied note as a suspension. 



ii 



rJ I rj 



jr-j.A-^_^icL4 



m 



'^4 4 A^A^^^^. ^ J 



r^ 



Harmonise the following melodies, introducing suspensions 



m 



^ 



^ 



^^^ 



M * 



m 



*r r rj 



Ii==* 



§AnJ.i \ Ii^ 




f'^tf i rrcj i ^l 



q55»: 



^^ 



:^^ 



* See par. 128, Note to Bole I., p. 96. An exception is here introduced. 
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j. Write a short passage introdaoing saspensious. 

Example from Mozart, worked by him for Thomas Attwood. From the 
original autograph now in the possession of Sir Frederick Bridge. 

I Ill 



i 



,ij sl l . i J | ,) J i J i JJ i -^''' J 






r.j fMr [° | g 



6 I7 



=P== 



7 — 
6 6 









o I rj 



i^ 



:?2= 



nrr 



■f^--- 



4 3 6 6 6— '7- 
2 3 6 4 4 3 



7—986 
4 3 






J i J i JJr^ 



^i^WV^'^rM 



p 



p r ' f-pf 



^ 



:d: 



a 



^^ 



^^^ 



-©- 






9 8—7 
6 — 6 — 
4 — 3 — 



87 65 6 



7 6 7 — 
4—66 



m 



jVA }\A- 



Kff F > 



1 



m 



r^- ' f 



?z 



67 98 78 98—7 

43 66 56 76—6 

43 3— 64—8 
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HARMONISING UNFIGURED BASSES. 



129. Genebal Rules of Chord Progressions. 

Eule I. — Consider the progression of the roots, and remember 
that the most satisfactory are those in which the root rises or 
falls a perfect fourth or a perfect fifth. Those in which the 
root rises or falls a third, though accurate, are less vigorous 
(having two notes in common between the two chords). 
Those in which the root moves one degree must be employed 
with greater caution, having no link of connection in the form 
of a note in common. The student is advised to refer to 
Chap, n., pars. 88 and 87. 

Eule II. — Use no discord unless the next note to be 
harmonised permits of its proper resolution. 

Bule in. — ^Use appropriate cadences at the termination of 
each phrase (see par. 182). 

Specimen of bass of a double chant with cadences indi- 
cated — 

Perfect cadence 
(or Full close) Perfect cadence 



i 



w 



inG. 



in D minor. 



22= 



P 
J- 



-pE- 



_Q_ 



_Q_ 



V r\^' 



T l Q 



=r 
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Imperfect cadence 

(or half close) 

in D minor. 



[OHAP. XIV. 

Perfect cadence 
in C major. 



P 



^ 



321 



IZ2Z 



P 1^ *^ 



32= 



3^ 



^ 



-nr 



&h 



^r^ 



^ 



^ 



=DZ 



Ei^Ze rV. — If the given bass moves in sequence, harmonise 
it sequentially. (See Chap. II., pars. 88 and 89.) 

180. The student must endeavour to hear mentally the effect 
of every chord he writes. The following tables will assist 
him in the choice of suitable chords for the different degrees 
of the scale in which he is writing. (See also Appendix.) 

Table for Major Keys, 





Triads. 


1st 
Inver. 


and 
Invei. 


Dom. 
7th 
and 

Inver. 


Second- 
ary 

Seventh 
and 

Inver. 


Tonic 

Supertonio 

Mediant 

Subdominant 

Dominant 

Submediant 

Leading Note 


6 
8 

6 
8 

6 
8 

6 
8 

6 
8 

6 
8 


6 
8 

6 
8 

6 
8 

6 
8 

6 
8 


6 
4 

6 
4 

U'lUlll^fciU 


6 
4 
8 

6 
4 

7 

6 
5 
8 

uyCo 


7 

6 
5 

ogle 
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Ta^le for Minor Keys. 





Tziads. 


1st 
Inver. 


and 
laTci. 


Dom. 
7th 
and 

Invcr. 


Dim. 
7th 
and 

Inver. 


Stoond- 

7 

6 
5 
8 


Tonic 

Supertonic 

Mediant 

Snbdominant 

Dominant 

Submediant — 
a. when niinor\ 

h. when major) 

Seventh Degree — 

a. when minor \ 

b. when major) 


5 
8 

P 
8 

5 
8 

6 5 

8 #8 

5 
8 

5 
8 


8 

6 
8 

6 
8 

6 
8 

6 
8 

6 
8 

6 
8 


6 
4 

6 
4 




4 

8 
6 

7 
P 

6 
5 
8 


ft 

6 
8 

6 

*4 

8 

6 
4 

7 



The above tables, being intended to assist the early efforts 
of the beginner in harmonising unfigured basses, have been 
limited to the chords most easily understood. The student 
will of course observe that, with experience, all other chords 
thus far explained can be used. 

Where modulation occurs the above tables, applied to the 
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new key, will still serve. Besides the dominant seventh and 
the diminished seventh, the only discords included in these 
tables are : — 

a. The secondary seventh on the snpertonic and its first 
inversion the S on snbdominant. 

3 

b. The augmented triad on the third degree of the minor 
scale. 

181. The power to mentally hear the effect of the chords 
he writes is invaluable to the student. Where it is not 
innate in the musician it should be carefully developed by 
cultivation of the ear, to which end <' musical dictation " is 
of the greatest value and importance. (See Appendix.) 

182. The attention of the student is drawn to the 
construction, or form, the basses may take. The phrases will 
frequently be either of four or of two bars, necessitating some 
form of cadence at the end of each phrase. Thus, Ex. 20, c, 
at the commencement progresses by two-bar phrases ; while 
the whole terminates, of course, with a perfect cadence. 
In Ex. 20, «, the first phrase of four bars ends on the upper 
B flat (bar 5), making a sort of plagal cadence with the chord 
of E flat in the previous bar. In Ex. 20, /, the first phrase 
(again of four bars) terminates on the low A. 

138. A ''Ground Bass" is a short phrase repeated any 
number of times, but with varied treatment, thus partaking 
of the nature of a set of variations upon a given bass. The 
simple harmonisations are usually taken first, the more 
intricate and developed following, in order that the musical 
interest may grow thereby. The student will frequently find 
it beneficial to take some definite plan for each harmonisation — 
e.g., first harmonisation : mostly triads, and their inver- 
sions; second: essential discords and their inversions; third: 
suspensions ; fourth : passing notes ; fifth : chromatic harmony, 
&c. The result must, however, on no account become a 
series of patches, but one continuous whole. 
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Specimen of a simple Ground Bass. 
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P 



J J I J. I J. |,j tJ|^' nJ 



zi- 



(^:^'.r' U" ^^ 



i&-^ 



s 



jr-r>J. . -^ ^ . 4 ^ 



['• ' r^ Hr pif 'f^ nr f 



Ground Bass. 



ifr^jii^^^^..^ 



J-rJ J H 



i 



^ 



ii ^ -«i 



r r-r^ 



M 






W 



i' t^r p ' ^ 



^ 



fTT 



^ 



i-Lzi 



^^^ 



te 



^ 



m 



w 



f= 



Purcell and others have frequently transferred the ground 
bass for a time to other keys, afterwards returning to the 
original key. An example of this will be found in his 
anthem " sing unto the Lord/* while in his opera of 
** Dioclesian '* the following is treated as a ground bass — 



<s!l4^ m JT^ 



J ' 
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but after twelve bars it appears in the key of the dominant — 



^i ^ rL 



£ 



returning later to its original position. 



Exercise 20. — Harmonising Basses. 



'^'■icn' l i ^lf,,'rU l frr<|. l (v l ° l^ 



'"^'irr i frk.M 



i 



r^ 



?=EJ 



r^ 



^diwrrir Hftf^'" Jlh>l \ -- t j: i 



^^trArr^'^ ^ 



fj \^ f^ pz^ 



^m 



•fti^^>-g — 


rD r* 


P Q 


TT-f^ 


ft^ 


-P*^ 


-=-w 


■^—r 


Tl 


■^ 2 o 


t=H 


ttzr^ 


Ji 


1 


J-t~ 


- f 

1 1 — 1 


ty 


-&— 



/• 



sg 



^ 



•'^^t— ^ — ' 1 p r M 


iT r ri 


IT" TTr ~Ti 


^^-^- — M- P- 


', 1 . 


_[ — ^-^— 
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mB 



^ 



hr ^ f ( \ r c ^ 



fPrnrnr 



^ 



^ 



F » 



^^ 



r j' j CJ i c ji tr g 



5=F 



@^ 



! ^ # 



JJJ I .TriT 



« ■' l ''U 



zz: 



WFrl 



^ 



^ 



==#« 



^uMia ^- M' U^^ r i r rti^r^ i 



^ 



^ 



i 



Harmonise the following ground basses, repeating each at 
least four times (making five in all) — 

The result in each case must be a continuous piece of music, and 
act AB 80 many Utile disconnected sections. 



s 



giff 



i 
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p. Purcell, from " Dido and Aneas/* 



q. Merkel (from Op. 178). 




r. FarineUi'B Groond (from Corelli'B 12th Sonata). 
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«. Handel, Sonkte 4. 



Ill 



mFWr 



r J hi J 



m 



^ 



^ 



— ■ .d i r^ 



5=*^ 



<. Boxtehude, *' PaiBaeaglio." 



^^ 



^ 



^ 



-«^- 



izz: 



u. Pnroell (Chaooxme, from ** Dioclesiaii," for two flutes in canon). 



<^Ai\^l^ 



rJ • 



^^ 
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CHAPTER XV. 

THE AUGMENTED SIXTH. 

184. The Chord of the Augmented Sixth is UBually found 
on the minor sixth of the seale, occasionally also on the mines 
second of the scale (see par. 188). 

AnoMENTED Sixth on the Minob Sixth of the Soale. 

185. This chord ** consists of the minor ninth of the 
dominant with the major third and seyenth of the supertonie 
(see example a), to which either the root (see b) or the minor 
ninth (see c) of this latter chromatic chord may be added." — 
(Macfarrm.) It has therefore two roots — the dominant and 
the supertonic. The student should carefully note that from 
the dominant root, the minor ninth (the flattened note) is 
derived; from the supertonic root, the major third (the 
sharpened note) is taken ; the other notes in its various 
forms are the seventh, the octave, or the minor ninth from 
the supertonic root. The thorough knowledge of the derivation 
of the various notes of tms compound chord will be a valuable 
guide to the proper progression of each part : — 




Dominant. ^^l?^^^' 8 
Minor 6th. ^^^^ ®'^- 



8 
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Each of the yarious fonns of this chord is known by a 
distinctiTe name : — 

a. Ths ItaUan Sixth, which consists of the augmented sixth 
and the major third, the latter being doubled in four parts 
(figuring, »). 

b. The French Sixth, which consists of the augmented sixth, 

n 

major third, and augmented fourth (figuring, 4). 

8 

c. The German Sixths which consists of the augmented sixth, 
major third, and perfect fifth (figuring, to). 

8 

196. Besolutions of the Augmented Sixth : — 

First Besohition, — Both notes forming the chord of the 

augmented sixth may move away from each other by a 

diatonic semitone, the flattened note (the ninth of the 

dominant) descending, the sharpened note (the major third of 

the supertonic) ascending; neither of these notes can be 

doubled, as they have fixed progressions. 

The chord may thus be resolved into (a) the dorm/nant triads 

or (5) the I on the dominant, the third and fourth ascending, 

descending, or remaining stationary, while the fifth (c) 

ascends a chromatic semitone, or (d) remains stationary : — 
a. b. 



P 



^^ 



^ 



rJ rJ 



^m 



*P=^ 






m 



I^Q— ■ ''^ 



^m 



^m 



d. 



$ 



.1 II .1 .1 



If' f i't f' r 



I 



L-C-I I T (' I I 
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The German sixth cannot resolve direct to the dominant triad without 
producing conseontiye fifths. 




Second Resolution. — One note remaining stationary, the 
other may approach that note by a chromatic semitone. The 
chord may thus be resolved : (e) ii the flattened note remains 
stationary, on the dominant minor ninth ; (/) if the sharpened 
note remains stationary, on the supertonic seventh, or the 
supertonio minor ninth (g) : — 



e. e. /. /. g, 

/T II /"J d II u. II ^^ ''^ 11."^^ I I 



bJ3J- 



i^ < g ^Q ii ^^f^ ' -r 11*^ " ° " ^^ i i *^f° ^ r i i ^r *^ 



» 


t|» 


» 


_ 


» 


__ 


4 


\ 


4 





b5 





3 


2 


8 


— 


3 


— 



In Mozart's Beqniem Mass (** Hostias," No. 10) the following resolution 
oocnrs, in which both notes descend. This progression is, however, of 
infreqnent occurrence : — 

J- JJ.-^ 




137. As this chord has three forms, and all produce 
inversions more or less useful, a table of the various inversions 
of the Italian, French, and German sixths is appended. 
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The plan adopted of numbering the inversions is according 
to the position that the bass note of each occupied in the 
original chord (see below) — 




Complete Chord 1st 2nd 8rd 

(induding all forms). Inyersions. Inyersion. Inyersion. 

Italian Sixth — 

Origmal 1st 



i 



Position. 



Inyersion. 



2nd 
Inyersion. 



8rd 

Inyersion. 



4th 
Inyersions. 

4th 
Inversion. 



~0" 



^E 



^^ 



None. 



None. 



W 



8 



T6 



French Sixth- 
Original 1st 2nd 3rd 
Position. Inversion. Inversion. Inversion. 



i 



6 

4th 
Inversion. 



-rr 



^ 



:^ 



=*°^ 



None. 



fe 



mt 



-IZT 



Jte 



4 
3 



*2 



German Sixth — 
Ori^al 1st 

Position. Inversion. 



2nd 
Inversion. 



i 



=fa= 



ioz 



3rd 
Inversion. 

1^ 



6 
5 

4th 
Inversion. 



IJOZ 



dctaz 



rfcn 



m 



l^<y 



None. 



^ 



Zzai 



rcc 



jicc 



b! 



N 

? 



6 



b7 
6 
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The resolution of the various notes may ensue as in the 
original chord, while the interval of the augmented sixth maj 
be freely inverted in the first, second, or third inversions 

AuaMENTED Sixth on the Mn^oB Seoond Deobee 

OF THE SOALE. 

188. This chord, of greater rarity than that on the minor 
sixth, '* consists of the tonic minor ninth, with the third and 
seventh of the dominant, to which the root or minor ninth of 
the latter chord may be added.'* — (Macfarren,) The double 
roots are the tonic and the dominant. The resolutions are 
identical with those of the other augmented sixth, except 
that the augmented sixth of the flattened supertonic may 
resolve into a major or minor tonic chord; the latter, 
however, is more rarely found. The resolution of the 
augmented sixth on the flattened sixth degree is almost 
invariably to the major dominant chord. 

First Besolution, — Both notes moving away from each other 
(a, h, c) ; 

6. c; 

4- 



P 



J JiJ J II J JtJ ^iii J -ii J 



r r ^ r r-r r ' r r" r r ' "rv' 



6 6 



rj W^f^ r-* PP r^ [jg-P r-* 



6 "6 "6 ' 6 b6 6 t|6 be t^6 

4 4 4 4 |75 4 )?6 4 

3 8 8 3 

Second Besolution. — One note remaining stationary (<2, e) — 
d 6 



^^ 



tj o b «! 



m^ 






\\p II b.Q 



6 — 6 be 

4 - 4 4 

3—82 
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The following beaatiM luae of this ohoxd fomui tbe oondniioii of the 
duet (No. 4) in Dvor&k's «* Speotze's Bride " :— 



TfTortk, 




189. There is also a chord of the augmented sixth on the 
snbdominant, for which see *' Chromatically altered chords ** 
(Chap. XYI., par. 142). 



Exercise 21. — On Augmented Siaetke. 

Introdace and resolve these augmented sixths, showing 
various resolutions — 



i 



=22= 



-^8:- 



-*g^ 



i 





\l 1 




H 


, __ 


fl 




m 


ra H 

— frS H 


— tci 

fr5 


D 

[ 




^&i^ 


v^ . _. ., 


H 


^o 


1 
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6, Oomplete this in four different ways— 



^'it^.^i^ i ^ 






i 
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Harmonise the following basses and melodies :- 



r2. 



ii 



TPC 



m 



¥5 ■ 



m 



Ti. 



zz 



6 » 
8 



6 6 6 



b6 ^4 8 
8 




5 6 » 

8 4 5 

2 8 



6 b5 be H 5 t]6 6 5 be 

4^|^l; 4 I, «b 4 8 64 



^^^\ V r r w 



CL. 



m 



=^ 



1© = 



^ 



3a:: 



6 fie H 7 

t>8 



6 , 6 6 b7 

2 1^8 



^ 



3^ 



-©- 



5 6 » — 

8 }4 J4 - 

8 8 2 



'6 6 

us 



«q7 

« Hi 
* » 



6 » 

8 6 

8 
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6 7 6 » 

4 6 



tl8 



it 



8 ,7 * 

6 bs 

* - 



J. Introduce augmented sixths at the notes maxked * 




L Hungarian Yolkslied. 




j!' JT^if i f i r f ii'^3 l J.i J 



I. Write a short passage, introdnoing various forms of the 
angmented sixth. 
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CHAPTER XVI. 

CHEOMATICALLY ALTEBED CHORDS. 

140. The addition of an accidental to a note of a chord 
frequently appears like a casnal chromatic alteration of thai 
note. In the following example, at a, the fifth of the tonic 
triad appears accidentally raised, while at c the fifth of 
the dominant seventh is similarly treated. 

Theoretically, the chords that are thus created hxve 
received a derivation which makes their usual notation, as 
here given, wrong ; thus the G sharp in the first chord (at a) 
is explained as an A flat, and the D sharp (at c) as an E flat. 
As the student usually meets with these chords in the 
present nomenclature, it is advisable that he should learn 
them in the form in which he will almost invariably find them, 
duly taking note, however, of their theoretical derivation. 

141. Augmented Fifth. 

In the Triad. — Occasionally the fifth of the triad (chiefly 
of the tonic and dominant) is chromatically raised, and 
an augmented triad is the result (a, b). The sharpened note 
rises to the next degree above — 



6. 



i 



^ 



^' ^^^^ ^ 



3^s 



"T3- 



W 



ife 



, J J J J-r-4 



dc. 
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In the Chord of the Seventh. — Occasionally the fifth of 
ihe chord of the seventh (chiefly on the dominant) is 
chromatically raised (c, d). The sharpened note rises. 

The passage at d (p. 120) ooenrs in Mendelssohn's **H]rmn of Praise" 
Symphony, at the return of the first subject in the opening moTement. The 
ehord is theoretically explained as an inyersion of the minor thirteenth, the 
notation heing changed from D flat to C sharp (see Ohap. XXI.). 

142. Augmented Sixth on the Suhdominant 

In the first inversion of the seventh on the snpertomo 

(the 6 on the suhdominant) the sixth is occasionally 

chromatically raised — 




The passage at / concludes Gounod's motet " By Babylon's waye," and 
is an example of the augmented sixth on the suhdominant. This chord 
is also theoretically explained as the seyenth, major ninth, eleyenth, and 
minor thirteenth from the dominant root G, the D sharp being an E flat. It 
is, howeyer, always found in the notation as giyen aboye. (See Ohap. XXI., 
par. 180.) 

This chord is not a fundamental augmented sixth, but only 
a chromatically altered chord, and, therefore, the boss, not 
being a minor ninth from a root, does not resolve by 
descending one degree, as is the case in the fundamental 
augmented sixth. Another example occurs in the intro- 
duction to Gounod's " Faust " (bar 7)— 
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I 



^ 



m 



^i: ^ ' ^i: ^^ 



S 



^ 



^ 






132 



a. The nnaltered chord (f on subdominant). 

b. The same, with the sixth accidentally raised, giving the 
chord of the augmented Edxth on subdominant. 



ExercUe 22. — On ChrotnaticaUy Altered Chords, 
Hannonise the following basses and melody : — 



'si-mf 



^ 



m 



-CT 



^ 



'Gh- 



'5t|5 5 t|6 #5 |5'7 6 4 8 » 
*? 6 - 



I be 6 .7 

1 14 4^6 



';'^<'(ir . rrrr.l[:jJJ | iT^jJHJjT;T 



^'W: j'J J' l r ;f ^^ 



f 



itie 



*5 « '^l *^ 



6 t5 
5 



=t5 JjlJ ^^:E:if=J: Jiigz jL^ igr 



rf. Write a passage in the key of A major, introducing 
various chromatically altered chords. 

An interesidng example of Angmented Triads will be found in Gounod's 
** Redemption'* (Prologae), at the words ** But since he in reyolt." 
(See Chap. XXI., par. 178, in which the passage is qnoted). 
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CHAPTER XVn. 
FURTHER CHAPTER ON MODULATION. 

148. Extraneous Modulation occurs when the music pro- 
ceeds from a given key to any other than one of its five 
attendant keys. The modulating chord will usually be derived 
from the new dominant. In the choice of chords leading up 
to the modulating chord it should be remembered that — 

A Major Triad may be treated as the tonic, dominant, sub- 
dominant, chromatic triad on the supertonic, or chromatic 
triad on the flattened supertonic in a major key; or as 
dominant, mediant, chromatic triad on the supertonic, or 
chromatic triad on the flattened supertonic in a minor hey, 

A Minor Triad m&j be treated as the second, third, or 
sixth degree of a major key, or as the tonic or subdominant 
in a minor key. 

The nature of these chords being interchangeable, inter- 
mediate or ambiguous chords are thus readily obtained. 
(Compare also Chap. X., par. 99.) 

Examples : — 






i^ f> 1 1^ ^ \°nrf-ft^ 



v^^ 






T 



l?6 
I>3 



At a, the second chord, being the first inversion of the 
major triad on the flattened second in C minor, becomes the 
tonic triad of D flat and introduces the modulation to that key. 
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At b, the third chord, being the chromatio triad on the 
snpertonic in 0, becomes the snbdominant of A, and intro- 
duces the modulation to that key. 

In sudden modulation — i.d., without the aid of an inter- 
mediate chord (see Chap. X., par. 95) — it is well that the two 
chords should have one or more notes in common. 

144. Compound Modulation occurs when, in order to arriTe 
more agreeably at a distant key, two or more transient 
modulations are made — 



From C, throagh F, to B flat 



From 0, tfaroogh D and E, to A. 



^PP 



^8^ 



m 






22= 



^ 



if '^"^ l ir^^li^' l 'M l 






I' i^n f 



-zsz 



145. The dominaiit, supertonio, and tonic sevenths, being 
similar in chturaoter, are also interchangeable ; thus the 
dominant seventh gains two other resolatians, in addition to 
those in the key — 



P 



Z!^ 



^^^^^-^ 



h. 



^ Kq 



i ^iTiM 



^^^ 



32= 



A=^ 



=M: 



■ Q 



i 



m: 



^ 



-frr- 



^ 



At a, the dominant seventh on G becomes the supertonie 
seventh of F, and the seventh remains stationary (see resolu- 
tion, Chap. XI., par. 107). 

At 6, the dominant seventh on G becomes the tonic 
seventh in the key of G, and the seventh resolve* a chromnOic 
semitone upwards (see Ohap. XI., par. 108). 
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In a Emooession of fundamental sevenths, the thirds 
descend — 



M 



y.^i uj -I 



g 



r I T (' i |' r 



•2- ^ J. J. J. 



i 



^I 



r ^' \r ^ ij 



ZE2Z 



The student should also observe that, in the above example^ 
the second, third, and fourth chords^ are respeotivelj the 
snpertonic, dominant, and tonic sevenths, the last-named 
becoming a dominant seventh and modulating to F. 

In a succession of diminished sevenths the third of each 
loot descends with the rest of the chord — 






321 



r ' r ^f 



-Tjr 



I I I I 



zee 



"TT 



146. Modulation by a Note in Common between two 
chords. — Any note of a fundamental discord, retained as a 
note in common, may become any interval of another fanda- 
mental discord. Thus the root retained may become the 
third, fifth, or seventh (see a) ; the third retained may become 
the root, fifth, or seventh (see b); the fifth retained may 
become the root, third, or seventh (see o) ; the seventh 
retained may become the root, third, or fifth (see d). By 
this simple process a frequent means of modulation is created. 
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Boot be- Boot be- Boot be- 8rd be- 8rdbe- 8rd be- 
comes 8rd. comes Bttt. comes 7tli. comes Boot comes 5tfa. comes 7th. 



i 



p 



lo: 



=*^ 



23:|l^ 



rj grj 



3nz 



1. a. a. h. h. b. 



■& — o " O — Q " Q — «■ 



5th be- 5th be- 5th be- 7th be- 7th be- 7th be- 
comes Boot, comes Srd. comes 7th. comes Boot, comes Srd. comes 5th. 



1-9 ^^ r 












Jf Of €^ 










Q o 11 


TO r^ 4.J 










,,j ^j 11 


c. 


c. 


c. 






d. 


/>.A. 












fw; 










II 


P-^^^ cri 


hrr- 






-feo 


brr-H 


1 & — t-t-i 




J. €? Jo ■ 


J_^ C-l—l 







147. Enharmonic Modulation is caused by an enharmonio 
change altering the character and root of the modulating 
chord, without altering its sound. Any two chords containing 
the same sounds, but with different notation, may thus be 
interchanged. 

This interchanging can occur— 

a. Between diminished sevenths. 

b. Between a primary seventh and an augmented sixth. 

c. Between minor thirteenths. 



Enhabmonio Modulation bt Diminished Sevenths. 

148. By enharmonic change of notation, a diminished 
seventh can be changed into a J, |, or J, the root in each 
case being different, and each note becoming in turn the 
major third — 
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d. 



§ "H Wt^rM^^ ^ 



m 



^± 



~'W~ 



l>7 



6 



t^ lib 



^s>- 



*8 



1^6 
4 



It is well that the stadent should learn the following simple role for 
finding the root of any fundamental discord. For the purpose of comparison, 
he should arrange the key-signatores in their order, considering that note 
to be flattest n^ch has the greatest number of flats in its signatm*e, and that 
to be sharpest which has the greatest number of sharps. By this plan, B flat, 
having only two flats, is sharper than A flat that has four flats ; while A, 
having three sharps, is flatter than B that has five sharps. 

BuU, — The sharpest note in any fundamental discord is always the third 
of the chord : hence the root is a major third lower. 

At a the sharpest note of the chord is B, since A flat has four flats, F one 
flat, D two sharps, and B flye sharps ; B is, therefore, the third, and the root is 
a mi^or third lower — yiz., G. 

At h the sharpest note of the chord is G sharp (since it would have eight 
sharps). This is therefore the third, and the root is £. 

It may be interesting to note that if the minor ninth is present it will be 
the flattest note ; if not present, the minor seventh will be the flattest note. 
This simple rule for finding the third of a fundamental discord will always 
prove of use. It does not, however, apply to the discord of the eleventh, as, 
in that case, the third is omitted altogether. 

149. Enharmonio modulation by diminished sevenths is 
well shown in the '' Primer on Modulation '* by James Higgs 
(Novello), from which the following has, with the kind per- 
misEdon of the author, been quoted : — 

**Ab each root may be dominant, supertonic, or tonic, of 
either a major or minor key, we have 4 roots x 8 possible 
positions of chords x 2 modes = 24 ; so by this one chord 
we may modulate directly into every major and minor key, as 
is shown in the following table : — 
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Table showmg Modulations from a Diminished Seventh. 
Boot as doxmnant Boot as Bapertonic. 



i 



5 



"gy 



73 — : kg! zzz 



321 



i 



iS 



fe 



^ 



^ 



:g: 



fWLI 



=g= 



IZEZZ 



b7 I? 



Q 



1^7 h 



b7 .' 



4 
2 



b7 



i 



3EI 



ZEI 



3e: 



-*tf^ 



Boot as tonio. 



'^Sjto I ?pll'^H^ J IH I 



^m^ 



m 






b7 



6 



Boot as dominant. 



Boot as sapertonio. 



% i^ r /:d W ^r/'J \ \^n^4 g Wi^iJSHi^^ ^ 



Is 



*6 



J^ 



_A. 



6 



6 

4^ 



^1 



^rzEz 



3c: 



3c: 



3E= 



Boot as tonic. 



i 



i^ 



S? *gr4j^ I & I IJ^ P 



$6 

6 

-£2 



*6 



i* 



rcc 



ita: 



I 
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Boot as dominant. 



I 



*jt3« t. 



3^ 



jcar 



ZB2Z 



3 

r2- 



*{ 



% 



»jf 



8 



t6 



nsc: 



-t»^ 



Boot as Bnpertonio. 



^ *j3° *jH^^ I <y. II te° tf^l;^^ I « j^ I 









P S 



3 



1^ 



1_ 



|w 



Boot as tonic. 



§^^ ^itsf'^^ l l *is^ jt i g' !%§- I I 



8 



* 
4^ 



i 



3 



5 






=1^ 



| m^ 



Boot as dominant. 
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^^ 






^ 



be 

4 
2 



P6 



be 

4 

a 
1^ 



^1 

-boL. 



:5^ 



I tW 



->¥^ 



±c: 



Boot as tonlo. 



^ '^y V^^ 



I 



a 



^m 



b 



@e2: 



^ 



be 

4 
2 

b«- 



b 



b6 

4 
2 

b«- 



b 



jto_ 



>M^ 



=R?= 



-S^ 



150. Evharmomo Modulation by change of a Primary Seventh 
— Le.f Dominant^ SupertoniCf or Tome Seventhf^^and an Aug- 
mented Sixth. — The interval of a minor seventh and an 
augmented sixth being alike in size, these chords are 
enharmonioally interchangeable, the augmented sixth resolv- 
ing into the key of which its bass note is the flattened sixth, 
or flattened second degree. 



a, G to B. 



h. C to F sharp. 
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By the enharmonic change of a dominant seventh to an aug- 
mented sixth, on the flattened sixth degree, modulation may 
be made to a key (major or minor) a semitone below (see a 
above ; major to B) ; or by enharmonic change of a dominant 
seventh to an augmented sixth on the flattened second 
degree, to a key (major or minor) a diminished fifth below 
(see b ; to F sharp). Similar modulations may be made 
by the enharmonic change of a supertonio seventh to an 
augmented sixth, or a tonic seventh to an augmented 
sixth. 

By the enharmonic change of an augmented sixth to a 
dominant seventh, modulation may be made to a key (major 
or minor) a semitone higher (see c below ; B major to 0) or a 
diminished fifth higher (see d below ; F sharp to C). 

The supertonio seventh and the tonic seventh may be 
similarly treated. 



c. BtoO. 



d. F shaip to C. 



fHf,^,\t:t^^l\if\^ 



^a 



d^A .^ „ > . ^ M 



^ 



't^ 



^21 



S 



T^ 



s 



151. Modulation by enharmonic change of minor 
thirteenths will be explained in Chap. XXI., par. 184. 

Tables of Modtdation to all Keys, 

For the assistance of the student two tables of modulation 
are here given : the first from C to any degree within a fifth 
upwards ; the second from G to any degree within a fifth 
downwards. 
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TubU I. — ^Modulation to anj hej wiihin a Mh upwards: — 

To ft kay ft minor leoond lugher. 

OtoDflai. ^ , 



J kggk^ll>.,gj .rJ ll^Q 



P^^^^^^^^^ 



^ 



J. J q^ tea. J. -J-14 ,4 ^ Ito. 



^ 



►^ I I f r F I T „,. ^ 



F 



r 



a. Augmented sixth to dominant eerenth. 

b, Neapolitan sixth becomes new tonie. 



To a key a miyor second higher. 
G to D. a. 



^ 



± 



m 



^' II ^ kPiL I P . * ^ I ..^ 






i 



^ 



:t: 



^1 



^ 



f= 



a. Fifth of tonic retained as seventh on sixth degree. 
5, Dominant ninth becomes new sapartonio ninth. 



To a key a minor third higher. 
to E flat. a. 



P 






ice 



I 



^ 



^ ^ 



4— W- 



^ 



i 



^ 



j^F 



^ 



a. Dominant mmormnths «BharmoBicaQy changed. 

b. Minor sabdominant becomes second degree of new key. 
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To a ksy a major third hig^. 
Cto] 



/7II I J 



^m 



j:\ j ij' i u 



^ 



^T^ 



^ 



/T3 I ^: I I J J^ 1 =1^=1^ 



I 



^ 



F=R ^ 



^^ 



a. Tonie triad becomes flat sixth degree of new key. 

b. Subdominant becomes Neapolitan sixth. 



To a key a perfect fonrth higher. 
OtoF. 






r 



I \i ^^ \ -J I I 



f 



J-W 



^ — I©- 



^ 



-L J. 



r 



r 



^ 



^^ 



a. Tonic seyenth becomes dominant seyenUi. 

b. Dominant minor ninth becomes snpertonic minor ninth. 



To a key a diminished fifth higher. 
G to G flat. a. 



P 



J jT J 



J-Ktfi^ 



^ 



r r Jr 



^^ 



^ 



^b^ 



ho. 



d^ 



■EC 



^ 



o. Dominant minor ninths enharmonically changed. 
&. Neapolitan sixl^ becomes new dominant. 
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Tabu II. — Modulation to any key within a fiffch down- 
wards : — 



To a key a minor second below. 
to B. a. 



6. 



t '4 ^H 1^ 



-^ 



^Pf 



n-fr*^ 



s 



ZEC 



I^^M. 



JL 



^ 



ja. 



^ 



^ 



-O- 



a. Dominant seyenth becomes augmented sixth. 

b. First inversion of tonic becomes Neapolitan sixth. 

To a key a migor second below. 
to B flat, 

XL 



rj JM l is -J J ^ ^ 



-^ 



r 









^ 



a. Tonic triad becomes snpertonic triad. 

b. Snpertonic ninth becomes dominant ninth. 

To a key a minor third below. 

CtoA. 

I ^'1 



P 



± 






.MW- 



— ^ ■ " 









4 f^ r 



a. Dominant minor ninths enharmonically changed. 

b. Chromatic triad on snpertonic becomes snbdominant. 
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To a key a mi^or third below. 
to A flat. 



186 












r* 



s 



^ 



^ 



pzzz: 



a. Chromatic chord on flattened sixth becomes tonio. 
5. Neapolitan sixth becomes snbdominant. 

To a key a perfect fourth below. 

to G. j^ 

.o. 



P 



i i i-J i | J J 



TT" 



T^T 



m f! ^' I '; 1 1 1 ■/ >^.tf <^ 



33= 



a. Tonic becomes snbdominant. 

b. Tonic minor ninth becomes snpertonic minor ninth. 



To a key a diminished fifth below. 
to F sharp. 



^ ^ jj 4'ijjy I II I Hit r ^i^hif/i^ 



^ 



*M: 



-^-JT ri 



tTrrfyf 



l^r 



I I ' ffM 



ip 



a. Dominant minor ninths enharmonically changed. 

b. Dominant becomes chromatic chord on flattened second degree. 

For the more extensive treatment of this important subject see "Primer 
on Modulation/' by James Higgs (NoYello). 



Digitized by VjOOQ IC 



186 



HABMONT. 



[OHAP. XVll 



Exercise 28. — Onfv/rther Modulation. 

Write examples of extraneous modulation by exchange of 
fonotkms of ehromatiG triads from — 

a. D major to E major (major second above). 
h, A fiat major to G minor (minor second below). 
e. E minor to sharp major (minor third below). 
d. Write an example of compound modulation from 
G major to B major. 

Make the following modulations by enharmonic change, 
establishing the final key by adding a cadence : — 
e. G to A fiat. 
/. A fiat to G. 
g. G to B fiat. 
K B fiat to G. 
{G to D fiat. 
IG to C sharp. 
(D flat to G. 
sharp to G. 

Continue the following passage in a similar style, and 
make four separate modulations in the following order : k. 
to B fiat ; L to D major ; m. to F major, and n. to G fiat 
major. Four exercises, each to be about eight bars long. 
Andante, 






^^ 



^ 



^^ 



JL J. J. 



y bJ 



^ 



0. Continue the following in similar style, making 
modulations to E flat major, G major, A flat major, B minor, 
F major, D major to G minor. Exercise to be about sixteen 
bars long — 



Digitized by VjOOQ IC 



CHAP. ZVn.] FUBTHEB CHAPTBB ON MODULATION. 



187 
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m 



^ 



iS 



^ 



p. Continne the following in similar style, making 
modulations to B flat minor, E major, D flat major to F 
sharp minor, each modulation to be made by retained note 
of a dominant chord (see par. 4) — 



^^ 



^^ 



^ 



"cr 



^ 
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CHAPTER XVIII. 
UNESSENTIAL NOTES. 

152. Thb harmonio notes of any chord are essential notes , 
any other notes used to embellish a chord are unessential notes, 

158. Unessential notes are of five kinds : — 

a. Passing notes. 

b. Auxiliary notes. 

c. Anticipations. 

d. Driving notes. 

e. Pedals. 

154. Passing notes are unessential notes used between 
two different notes of the harmony for the purpose of passing 
from one essential note to the other. They may appear on 
the accented or unaccented parts of the bar» and may be 
diatonic or chromatic. Passing notes should not proceed by 
oblique motion to a unison. 



^ 






155. Double passing notes move chiefly in thirds, sixths, or 
by contrary motion. When in three or more parts they fre- 
quently form <' Passing Chords." When unessential notes 
form an integral part of the harmony they are folly figured in 
the bass (see Exercise 24, e). When they occur in the bass, 
as in Ex. 24, e and d, they are shown by a horizontal stroke 
under them, the previous chord continuing in the other parts 
during their existence. 
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Without passing notes. 



With passing notes. ■ 



^ 



32Z 



22: 



221 



22Z 






-Q_ 



T7" 



Ty 



32= 



Dc: 



156. Auxiliary notes stand on the next degree above or 
below an essential note. They are of two kinds— 

I. Those that appear between repetitions of the same note ; 
they are generally unaccented notes (see a). Another form is 
when both notes above and below the essential notes are used 
(see b). In this case it will be noticed that the auxiliary note 
leaps a third. Occasionally, but rarely, this passage is 
combined with passing notes as at e. 

II. Those which appear as appoggiaturas before essential 
notes, and are therefore approached freely by skip. They 
are generally accented notes (see c). When the essential 
note is approached from below, the appoggiatura is usually 
only a semitone below the essential note (see d). 






^ 



32: 



:g= 



T=r^ 









157. An Anticipation is a note introduced on the latter 
part of a chord, although it essentially belongs to the following 
chord. K 
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An anticipation frequently occurs in a cadence. 




158. Driving notes (sometimes called ** Lagging notes '*) 
are the reverse of Anticipations. They arise when a note 
belonging to the previous harmony lingers, while the other 
parts proceed to the new chord. Driving notes differ from 
suspensions and retardations in that, whereas suspensions and 
retardations resolve conjunctly, driving notes may move by 
skip, though always to an essential note of a new chord. 

«DriTmg Notes. — Notes driven through the ensuing accent.'* — Stainer and 
Barrett's " Dictionary of Musical Terms." 

With driving notes. 
Without driving notes. « « 

J. J .. •.JhTLfi.-.rsrJ 




See also Beethoven's Sonata Appassionata, 2nd movement. 

159. Rule, — Unessential Notes do not remove consecutive 
fifths or octaves — i.e., a passage incorrect without unessential 
notes is incorrect with them. 

The student is warned that, on the contrary, the use of 
unessential notes demands increased care to guard against 
consecutives arising by their use, as passages correct withottt 
the unessential notes are frequently wrong unth them. 



^ 



^ 



lEt 



T ^ ^~ 
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160. Unessential notes may be used in several parts at the 
same time, provided no harsh intervals are thereby caused 
and the ordinary harmonic rules are observed. Hence the 
slight harmonic structure given at a may, by unessential 
notes, be developed into 6, the chords containing such 
unessential notes being marked with an asterisk — 

a. 1. 2. 3. 4. 5. G. 



m 



^^s 



f 



Pff 



■jO: 



^ 



f f: 



^ 



33: 



I 



rz: 



321 



32Z 



^=r 



At 6, bar 1 contains chromatic changing notes ; bar 2 
contains passing chords, bar 3 appoggiaturas at the first and 
third chords, bar 4 appoggiaturas at the first chord and 
chromatic changing not^s at the third chord, while bar 5 
contains appoggiaturas at the first chord. 



6. 




1-* 


1 




< 


2-* 


* 


3.* 




-A: 
1 




— u 

I 
1 


J 

r 

1 


r 

j- 




-4— 


*^^ 

^ 


-^-^ 


a 






L^ 




--^^ 


^ 


-iH(— f-L 






6. 



^ 






-frir 



^^ 



^ 



The use of unesBential notes is so yaried that only general rules can be 
giyen. 
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161. Arpeggios, — The notes of a chord, instead of being 
sounded together, may be struck one after the other — 

Plain Harmony. 



i 



TTTTTT^ 



$ 



Harmony in arpeggio form. 

-^ ^- 



^^ 



zrJzuJtL}^' rxSzdf 



Rule, — If the harmony is wrong in chord-progression, it 
will remain so when played in arpeggio (see a). Consecutives 
arising from an arpeggio are not good if the time be slow — 



8ve«, 




Specimen of a Harmonic Progression developed by 
Unessential Notes — 

Harmonic Progression. 



i 



i 



S 



:«= 



w 



:g= 



^ 



:^ 



^ 



isaz 



-Q. -Q- 



JQ. 



m 



Q 



I 



inz 



-zr 
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The samei deyeloped with UoesBentifd Notes. 



gi^^^fTjy^-^^^ 



^ 



J^!UA 



J r.^^ 



^^ 



rr 'r rr 



f^ 


J J J J 


F^ 


-^ 


-L 


■A;- 


"A 


— « n 


p= 






-r^ 
J--^ 


1 

J. 




-^ 


__a — 4 


-5i^ 


r r r r 


T- 


=n^ 


[_C-L 






o 



Exercise 24. — 6>n Unessential Notes, 

a. Introduce unessential notes into all the parts, making 
the following passage the foundation of the harmony : — 



i 



m 



4- 



^ 



^ 



122: 



IQZ 



=?3Z 






^=f 



^ 



J. ^ 



122= 



-pZ= 



IQT 



i 
6. Write a passage of four-part harmony, introducing 
tmessential notes in all the parts and making the following 
the basis of the harmony : — 



^ 



^ 



1^-^ 



^ 



^ 



5 5 

3 3 
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e. To be worked with no uneBsential notes in soprano, alto, or tenor. 



t'^JTOUJ II j, !^^^ 




— 6 — 



(ei4 J Hf^r/ ^ I rttrf 



* 6 * 6 * 6 6 6 

8 

d. Unessential notes may be introduced. 



6 5 6 5-T qST 6 t| 5- 



^ 



6^?^ 



rm i !'rrc.i'jp i .^r| 



6 5 
8 



5 5 
3 3 - 



6 6 6 6 6 — 5- 
4 — 3 — 



e. No unessential notes in soprano, alto, or tenor beyond those that are 
given in the figuring. 



^a 



r' l *r rli^ r M 



-| 1 — '-I r 

87 6 666 43765 699 

3_46 6 6 

6 2 6 



a^^ 



r ,- i r r r ' l'Jr^ 



4 6 h7 6 — 4 66» 6—8664 6 
432 4 — 4 3—7432 3 
2 — 8 3 

* To be treated as appoggiaturas. 
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Harmonise the following two tunes as part-songs for mixed 
Toices. Unessential notes may be introduced in any part : — 

/. Old English song, " Old King Cole." 



m 



t=n 



m 



^ 



i 



zizM: 



'-^ 



$ 



b m ^ P m ^ 



krr inr cr* u 



^^m 



^ 



g. Old English tone called *' Sellinger's Bound " (Sixteenth century). 



i 



^^ 



^ 



^ 



m • m 
■* — — ^ 



lfc=s^ 



^._JJ^ I f"rrV^ ^ 



-#* y 



A. Write a passage for four voices, introducing unessential 
notes in all the parts. Key, G major, J time. 

f . Write a passage for four voices (key, E minor, g time), 
introducing unessential notes in all the parts. 
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CHAPTER XIX. 

PEDALS. 

162. A Pedal (or Organ Point) is created when the bass 
sustains a note through a succession of chords, of which the 
pedal note may or may not be an essential part. 

The pedal notes are either the tonic or the dominant, 
the latter being the more common. Where both are used 
in the same work, the dominant pedal usuallj appears first, 
and the tonic pedal last. Other degrees of the scale are 
occasionallj, though rarely, used as pedals. 

168. When both tonic and dominant are sustained at the 
same time, a Double Pedal is created (see the opening of 
Beethoven's " Pastoral " Symphony). 

164. Rule I. — The pedal note forms an essential part of the 
opening and concluding chords of the pedal point; cases, 
however, occur in which the rule is departed from in regard 
to the opening chord, but at the concluding chord the ride 
should be strictly observed. 

Ride II. — The moving part next above the pedal must form, 
in every respect, a grammatical bass to the upper parts. 
This ride is relaxed when the pedal note is an essential note 
of the harmony. 

165. The Figuring of a Pedal may be indicated in two 
ways : — 

a. The pedal note may itself be treated as the bass and 
the figuring made from it. 
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lf=F 


-iH— 


Ifsl~~ 


Fri 


— rz — 


-B ■> 




^ 


rJ ^gl — 


I" 




-8 — 1 


^— 




1 Q 


^ — ^:— 


cJ 


— ^ u 



might, therefore, be figured from the pedal thus — 



m ] — —• = fl 



48 6 !?6 

^7 4 J4 5 

5 5 2 ^b H 

3 3 



6. r^^ 2^^^^ ^^^ aiot;^ the pedal may be taken as the true 
bass, and the figurmg made from it :— 



4 



3 



(gi; J ^ r-^ — fr^ 



-g^ 



izaz 



When the dominant chord is used over a tonic pedal, it is sometimes 

7 

fignred 2» which does not, of course, imply a new harmony, but only a *' pedal 

2 

chord.'' Likewise, the leading seventh or diminished seventh used over a tonic 

7 

pedal produces a | . The resolution of these discords follows in the ordinary 

2 

course, just as though the pedal were not present. 

166. Modulation during a pedal is frequently met with, 
although it is usually only of a transient nature. The 
following is an example of a tonic pedal, treated with the 
utmost boldness in regard to modulation. 
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From Dvor&k'B '' Stabat Mater," ** Inflammatas.' 
Voice. -=-■ f 



CT tr\^r'7. 



^ 



^ 



jLLg-i 



y ' i^ 



Con- fo -ve - ri gra-ti - a, 



con-fo-ve - ri 



gra- ti - a, 



^^^^^^ 



,^ . ^=^ 




/= 



^ 



con - fo - ve - ri 



gra 



- ^ - a. 



^ ^tmS 



fr-W ^ i i \ J - ^ ^ 



rWY^ 



\ 



m 



j-K!IPA^^ j ^^ j 



m 



i 



I ,. I 



=jM^ 



i 



r- 



167. An Inverted Pedal is created when the sustained note 
is placed in an upper or an inner part. In this species of 
pedal, chords far removed from the original tonality are less 
desirable, since the influence of the note sustained is much 
weaker when the pedal is in an upper instead of the lowest 
part. 
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Example of an Inverted Pedal, from Mendelssohn'B 
Organ Sonata, No. 2 (in C minor). 




^^^^^^^^^fe 



rj \ ^T-^^lf r -'^ r -^^r 



^ 



^ 



i^f i 



^ 



$ 



^^3^^ 



a^ 




^^^^^^^^ 



m ' iiJ ^J ^ I r "r ^^ 
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168. A Figured or Florid Pedal is one in which the pedal 

note is varied by a figure formed generally by auxiliary 

notes — 

BeethoTen. 



P 



3; 



^=£z 



^: ^H t ^T^^g 



w 



^ 



w 



I?* J J ll>*t 



iat 



Jfciiz 



BeethoTen, Finale to Symphony in A. 



^ ii ' -^ ^ 



Exercise 25.— On Pedals, 
a. With figured bass from the pedal. 



m: 



=1= 



jCC 



3a: 



i 



989— 6 179 67 ? 7 6 ^6 

7 6#7 tI7 7 5 #4 6b5 fl4 

^6 4 3 ^3b3 2 



rraV 






(W. 






x^ 




r3 


& 1 


1— 1 





t?9 6 6 I?9 
6 4 b3 7 
3 4 



9 8 7 
6—6 
4—3 

In regard to the figuring of this exercise, the general role is that the 
highest figure should be placed at the top. This is not, however, 
intended to indicate that the upper figure is to be in the upper parU 
The figuring in thorough-bass does not show the progression of individual 
parts, but only the harmonic structure, though it has become somewhat the 
practice to indicate the progression of parts in this manner. 
b. With figuring from the part above the pedal. 

5 
3 
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9 

7 7 







c. Harmonise the following pedal, using unessential notes 
in all parts : — 



^g^ur/^V 



I 



"P" 



Z2I 



^ 



.oMP-^ ^'^.rip-'^-^ ^ , ^;j7:hEL-5 



i 



22Z 



Z2Z 



22Z 



^ 



u 



^'^'li'^^^^\&± ^^^ 



*V/ — V 



"C?^ 






:^" 



rf. Write an example introducing a dominant and tonic 
pedal. 

e. Write an example containing an inverted pedal. 

/. Write a short example of a figured or florid pedal. 

Several very fine modem examples of pedals will be found in Brahma's 
Oerman Requiem, No. 1 opens with a tonic pedal ; No. 2 closes with a 
Goda mostly os a double pedal; No. 3 concludes with a Fugue written 
entirely oyer a tonic pedal. 
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CHAPTER XX. 

THE ELEVENTH. 

169. Chapter XII. treated of the chord of the ninth arising 
from the fifth note of the dominant chord (see Chap. VII.) 

170. The Dominant Eleventh. 

The sixth note of the dominant chord is the eleventh 
from the root. It may be added to a major ninth (see a) or 
minor ninth (see 6). 

a, b. 



^ 



■"&■ 



171. The Resolution of the Chord of the Dominant 
Eleventh may take place — 

By the eleventh remaining stationary (o), in which case 
the chord resolves on another root. 

By the eleventh descending to the third, while the rest 
of the chord remains (d). 

By the eleventh ascending to the fifth (e) ; in these cases 
the chord resolves on the same root. 

d. , . .. ^^ 






2z: 



:g: 



=221 






.GL 



-ZJEL 



In the chord of the eleventh the third is always omitted 
when the eleventh is present, in accordance with the general 
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mle that the note on which a dissonance is to be resolved 
should not be present with that dissonance. The most usual 
resolution of t£e eleventh is to fall to the third, hence that 
interval is omitted. 

The fifth, seventh, and ninth in the chord of the eleventh 
may be omitted when desired; while the eleventh may 
become a fourth to the bass. 





9- 


h. 


i. 


*. 


Xf 


1 






1 




. rj 


r^ 1 




^^ 1 








rj 


1 


^V, ... 


1 


rj 




r^ 1 








V'^ 




"-^ II 










r-i 11 


\J^ 




J 




^^ 11 


1 « 1 


J 9 1 


J s» 1 


J Q 1 


II 



172. There are two important points of distinction in the 
treatment of this chord. In one case (see I) the dissonant 
eleventh (compound fourth) is prepared and resolved on the 
third, like an ordinary suspension. If the discord is in an 
inner part, this is the best treatment to adopt. 

The other case (see m) is that in which the discord is 
placed in the upper part, and, having often the form of an 
appoggiatura, is taken with good effect without preparation* 
In this case it may be explained as a fundamental discord — 



7L 1 ^ — c " 




Jsii — „ cj S CA_, 

r-* 1 o 1 u 1 — e 1 •" 



178. The Supertonic Eleventh. 

An eleventh may be added to the supertonic discord. Its 
Besolution will usually take place by the eleventh remaining 
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stationary and becoming part of a dominant chord (n), or by 
its proceeding to another form of the supertonic chord (o) — 



m 



i 



IZ2I 



^ 



# 



:g= 



:g: 



SPE 



fr ' 



i^ 






I 



m: 



^ 



32: 



174. The Tonic Eleventh. 

An eleventh on the tonic may be added to the tonic ninth 
(major or minor). Its resolution will usually take place 
by- 

p. The eleventh remaining stationary. 

q. The eleventh falling or rising one degree to some other 
form of the tonic discord {q, r) — 



^^ 



W 



-^r 






hrJ HrJ 



?Q 



m 



"W f 



-TJ- 



f"*r r 



^ i. ^ ',i ^ 



=^2Z 



m^ 



bo . tji 



-r:f- 



^2- 



:g= 



r 



Supertonic and tonic elevenths are of somewhat rare 
occurrence. 
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175. Inversions of the Eleventh. 

The chord of the eleventh having six notes is capable of 
five inversions— 



let 
InTorsioii. 



2nd 
InyersioiiB. 



3rd 4th 5th 

Inyernons. Inyersioii. InyenionB. 



\A 
















i '^ ^ 


rt 


rj 


— tJ> 


-«- 


u 


""C" 




^L^ 1 


1 o 1 




O 


-ia. 


C2 


'-8-1 




/(»): f^ 1 






r^^ 


Q 








y^ o 


— ^ — 


€? 












. ^ 1 

















&. 



i^. A. 



a. First inversion, rarely used; in its resolution the 
eleventh ascends. 

b. Second inversion, root retained. 

c. Second inversion, without root ; the chord then becomes 
a secondary seventh on the supertonic. 

d. Third inversion, root retained. 

e. Third inversion, without root ; the chord then becomes 
the first inversion of the secondary seventh on the super- 
tonic— the so-called <* Added Sixth." 

/. Fourth inversion with the ninth in the bass, root 
therefore omitted. 

g. Fifth inversion without root. 

h. Fifth inversion with root. 

In many of the above chords the minor ninth may also be 
used as freely as the major ninth. 

The resolution of the eleventh will ensue as in the fanda- 
mental chord — by remaining stationary, ascending a degree, 
or descending a degree. 

Inversions of the supertonic and tonic elevenths are rare, 
as are the fundamental chords on those degrees. 

176. Some theorists prefer to explain most of the pro- 
gressions herein termed elevenths as suspensions (see Z), 
retardations (see par. 171, e), inverted pedals (see par. 171, o, 

L 
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and par. 174, p), or appoggiatnras (see par. 172, m, and 
par. 174, r). The present method is, however, more 
consistent. 



Exerme 26.— On the Elevwth. 
Introduce and resolve the following chords of the eleventh — 



lff=^ 




p-[[»- 




-f= 


[ r. - 




Mir 


-in 

1 


1 iHf 




— 1= 


— T O 1 ■ 


1 


^ 


n 








— 1 — 9 — L. 


1 



d. 



m 



-^h- 



W 



^ 



jcl. 



-&- 



-CL. 



122= 



i 



r 



G minor. 



D minor. 



^. Resolve this chord — ^firstly, as a dominant eleventh ; 
secondly, as a snpertonic eleventh; thirdly, as a tonic 
eleventh— in each case adding what is necessary to terminate 
the passage in the respective key. 
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6 6,7 7 4 
6 bS 4 2 

2 



^ 



^ 



zz: 



3i: 



6 6—6 6 

4 

2 



6 

6 

3-\f 



H^ 



^Mn:}. \ rjdm ,r J J' 



f 



6 7 8 6 6 8 hi— 9 7 44 

3567 47 6— 5— 76 ^2 

4 ^43 4 #3 4 3 



'e*i J J' J J I s 



6 9 9 7667 — 6 

IJ6 7 h7 44364 — 

^ 4 ^4 '^ l|3 9 8 



'^M.ir 



* 



e 



3iZ 



jSt 



gj l I f^ 



9 8 9 7 

6-b7 t] 
4 l^ 4 ^ 



6 9 8 
6 6 



7 8 7 

6 U- 
3 



f c i rr r. i a ; i r J i j^ rJrT 



♦ n ^ 1 1 



_ I * " 1 1 ' — r 



Introduce 
Eleyenths ai; 3|b 



{. Write a passage introducing various forms of the chord 
of the eleventh. 
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CHAPTEK XXI. 

THE THIRTEENTH.— MAJOR AND MINOR. 

177. The. seventh note of the dominant chord is the 
thirteenth, which may he either major or minor (see 
Chap. VII., par. 76). 




Major 13th 
(complete chords). 



Minor 13th 
(complete chords). 



When the thirteenth appears in the dominant chord the fifth 
is always omitted (see Chap. XX., par. 171). The root, 
third, and thirteenth are generally present in every form of 
the chord ; but the seventh, ninth, and eleventh may be used 
or omitted at pleasure. The following are some of the most 
usual forms of the dominant thirteenth — 

Usual forms. I Barer forms. 

Major 18th. Minor 13th. 



$ 



T3~ 



zee 



znc 



tei 



» | | '^» l lii^^M l 



321 



tonz 



T3" 



321 



iS: 



-fii- 



t|g .. fr 



.Q. 



^2_ 



rj \\ n 11 ^ 11 -rr 



i 



When the seventh is present the thirteenth should be 
above it. 

178. Eesolutions of the Thirteenth. 

I. The chord of the thirteenth may resolve on another 
form of the dominant chord, by (a) the thirteenth descending 
to the fifth ; or (6) the thirteenth ascending to the seventh. 
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U. The chord of the thirteenth may resolve on a chord 
from another root, hy (c) the thirteenth descending hy the skip 
of a third to the tonic or remaining stationary ; or (d) in the 
minor thirteenth only, hy the thirteenth ascending a chromatic 
semitone to the major third of the tonic. 

In the latter case the minor thirteenth is more frequently 
written as an augmented fifth (see Chap. XVI., par. 141, 
Example d, in which the C sharp is really a minor thirteenth 
(D flat) resolved upwards to D natural). 

An interesting example of the resolution of the minor 
thirteenth ascending a semitone (as at d) will he found in 
Gounod*s *' Bedemption " (vocal score, page 4, letter E), 
where a passage occurs of which the following is the 
harmonic outline : — 



i bfe U» 1 *^ I jg ! **§ k^^^ 



:^ 



-cr 



^ 



~cr 



M 



w 



-e^- 



This passage consists of seven consecutive minor thirteenths 
in the root position, the minor thirteenth in each case 
ascending a semitone. 

179. Major Thirteenth on the Dominant — 

a., . 6.|_J_ 



P 



it^ 



^ 



=^-r 



rfi: 



-rr 



zaz 



iSr 



-EC 



32= 



i 
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Minor Thirteenth on the Dominant — 






\-^ rj 


-^-5 ^ -^"Hl 



180. If the root, third, and fifth are omitted, this chord 
appears as a seventh on the subdominant (see e). It is this 
chord (see g) which, when chromatically altered, becomes the 
augmented sixth on the snbdominant (see h). Compare also 
Chap. XVI., par. 142. 



P 



^ 



i?Q" 



"T3~ 



■t:?- 



iSi 



s 



i 



161. Inversions of the major and minor thirteenth may be 
freely used ; but the student must remember that, the fifth 
being inadmissible, there is no second inversion ; and also 
that if the seventh is present, the thirteenth must be above 
it {jf k) in the inversions, ad well as in the fundamental 
position (see par. 177). 



i 



13" 



IZ2I 



lEz: 



=n= 



^ 



2z: 



33= 



182. The Supertonio Thirteenth. 

A chord of the thirteenth may be freely used on the 
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snpertonic, both in major and minor keys. Its resolution 
takes place on — 

A dominant discord (Z). 

A tonic discord (m). 

Another form of the snpertonic chord {n) — 



(fyj i y'j Uf.^^^ Iljfjyj 



w 



A A a4 4 A J. 



^ 



^ 



^ 



188. The Tonic Thirteenth :— 

To the discord on the tonic, the major or minor thirteenth 
may be added. 

Its resolution is subject to the ordinary rules for the 
resolution of a tonic discord, and may take place on — 

A dominant discord (o). 

A supertonic discord (p). 

Another form of the tonic discord {q) — 



P 



™r 



m 



^ 



iM 



brj HJ 



J. .J. 



^ 



AjA. 



"P~ 



Modulation by Enhabmonio Change of the Minob 

TuiBTEENTH. 

184. The minor thirteenth is capable of two enharmonic 
changes; and as it may be on either the dominant, supertonic, 
or tonic, it is possible to modulate to nine major and nine 
minor keys. 
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Either note of the chord may become the root, so that the 
notes of the chord can be thus enharmonicallj expressed — 
♦ Form 1. Form 2. Form 3. 



S 



* 



E. 



G sharp. 



Boots. 
185. The following tablet exhibits the various modulations 
that can be thus effected through the enharmonic forms of 
the minor thirteenth : — 

Table of Enharmonic Modulations by the Minor Thirteenth. 
Form 1. 
a. Boot aa dominant. 6. Boot as sapertonic. 



i 



i>^^ l>gj II l>" H?j Pgjk t l 



^ 



^ 



3^^ 



To F minor or mi^or. To B flat m^jor or to B flat minor. 



^ 



unz 



-rr 



^ 



^ 



i 



c. Boot as tonic. 



i 



dta: 



-■sta- 



To C migor . 



C22Z 



or to G minor. 



i^ac 



"O" 



"?'^ 



321 



122= 



Fonn2. 

a. Boot as dominant. 6. Boot as snpertonic. 



§ fe' y l ife 'y i i fe'fe iiS ii fe'ii'g'TiP 



To A minor or major. To D major . . or to D minor. 



^= 



33Z 



i 



ZEE 



=n= 



IZ2I 



* For purposes of reference in the following tahleSi these are called Forme 
1, 2, and 8 respeotlTely. 

t From '* Primer on Modulation/' hy James Higgs. By kind peimisBion 
ui the Author. 
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c. Boot as tonic. 



168 



i 



Z2Z 



221 



m 



1*2221 



-5S 



To E mtyor 

3^ 



or to E minor. 



W 



zrx 



IZ2Z 



zm 



Forms, 
a. Boot as dominant. 



6. Boot as sapertonic. 



^^B^^^^P^^I 



dtg=¥fe^ 



To C sharp minor or major. To F sharp m^jor or to F sharp minor. 



<-a:^-^ ff^^ ii *'^^^ir^"i.>i*° i i*^^ ^g 



c. Boot as tonic. 



I «*¥ ' i :v i#*g II tta Hfi'Ht# 



To G sharp major 



4=^ 



or to G sharp minor. 



Exercise 27. — On tA« Thirteenth. 



Introduce and 
a. 

4 ^ 


resolve the following chords ; — 

6. N.B. In C major, c. In m^jor. 




K: 1 " 1 


, _ r* , _ , bo , 

fg " 




^ -1.^^— 
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/. 



^ 



te 



|l=F^ 



-Q©- 



inr 



^. Harmonise the following basses : — 



grJ I ^ eJ g^ o* I rJ 1^^^' rJ ^^^ J [ 



7 6 
6 6 



1 1 



6 t^6 b7 06 6 7 
4 6 ^4 6 6 
2 3 3 8 



mi 



W 



^ 



"T3~ 



-T rj 



6 6 Jre 9 |?6 



t^9 8 8 7 
7 6 6 — 
4 3 



rij r r i r r ^ ^ 



IjH' 



64 64 646— b7 
2 3 ^ — ^ 

2 — 



^ 



f^ Hf i : 



^^ss 



4 3 6 b6 6 tt^ 6 6 

J3 ^5 2 4 



98|?7 6—4 764 
5—^3 tl3 4 2 



PC 



^ 



i 



^ 



zct 



6 7 874 66 b7— 1]7 66 $4 6 

662 |4 6|:|48|28 

3 — Ntjd 

* Lart inyenion ; thiiteentii in bui. 
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7 4 3 7 6 44 6 46 7 6 6*6 x6 

6 #^*2 * #4- \ 4 

D3— 3 3 



8 7 t]6 t]6 7|6 6 1:] J6 6 6 q? |6 $6 6 8 7 
56 x4— 4 5 q5 4565 

#—2—2 3 — 

j. Harmonise the following melodies, introducing chords of 
the thirteenth at the asterisks. 



|^lm^ l J3^ l J:i^ l r McjJ 



i 



[> F- r 



j-^i^ ff i .n 



k. 



fUaJ i f'|- i .iJJ i f'rn"r ii r i rt 



P 



^ 



IQt 



^ 



zi: 



zz 



{. Write a passage introducing chords of the thirteenth in 
the key of D major. 

m. Write a double chant containing two inversions of the 
chord of the thirteenth. 
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FURTHER OBSERVATIONS ON HARMONISATION. 

186. The student, haTing completed his study of the various 
Chords, has now to acquire the power of manipulating these 
in the harmonisation of melodies of more extended length. 
To do this the following rules (some of which have already 
been mentioned) should be observed : — 

187. RuU I. — ^Divide the melody into its various sectionB 
or phrases. The student will find that music mostly moves 
by phrases of four bars, occasionally a two-bar phrase inter- 
vening, or two phrases overlapping — i.e., the end of one 
phrase becoming at the same time the beginning of the next. 

Ride U. — Decide on the cadence with which each phrase 
is to end. This must be done according to the melodic 
tendency of the conclusion of the phrase — 

a. Either a perfect cadence in the tonic ; 

h. Imperfect cadence on the dominant (without modula- 
tion) ; 

c. Perfect cadence (by modulation) in an attendant key ; 

d. Imperfect cadence in an attendant key. 

The use of the perfect cadence in the tonic in the course of 
a melody must be made with care, lest a feeling of conclvMon 
should be produced before the end is reached. 

Rtde III. — Some notes of the melody may be treated as 
unessential notes. 

Judiciously employed, the student will find this rule of 
great use, as it will frequently make a simple harmonic 
progression possible, whereas if the unessential note were 
treated as a harmonic note, an awkward progression would 
be the result. 
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Bule lY. — Never anticipate the entry of a bass note on an 
aceented part of the bar by letting it appear on the preceding 
unaccented part. 

Bule V.—Let all harmony be natural, never straining 
after the use of extreme chords, but making free use of such 
chords when they can be easily and simply {i.e., naturally) 
introduced. 

Rule VI.— Let all modulation be definite, avoiding 
ambiguity of key. 

Rule VII. — A single chord may frequently accompany 
several notes of the melody. A single note of the melody 
may frequently be accompanied by several chords. 

Rule VIII. — ^Avoid having too many different chords in a 
bar; within limits, the fewer the chords in the bar, the 
broader will be the harmony. 

188. Example of a melody analysed for harmonisation — 



1. 2. 8. 4. 6. 


g)i^j'pwj^ji 1 rrr- — ^- 



10. 



^ 



» rl -O 



m 



^ 



11. 



12. 



13. 



14. 



i 



l=P=^ 



The phrases divide as follows, the cadences being suggested 
also: — 

Phrase 1, bars 1 and 2. Possible cadence, dominant to 
sixth degree. 

Phrase 2, bars 8 and 4. Possible cadence, dominant to 
tonic. Here, as the third of the tonic chord is in the 
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melody, the effect of the perfect cadence is not conclnsiye 
(see Bule 2 above). 

Phrase 8, bars 5 to 8. Modulation to D with perfect 
cadence in that key. 

Phrase 4, bars 9 and 10. Cadence in E minor. 

Phrase 5, bars 11 and 12. Cadence in A minor. 

Phrase 6, bars 18 and 14. Perfect Cadence in G. 

Modulations might, therefore, be made to D major, E 
minor, A minor, and back to G. 



Exercise 28. — Harmonisation of Melodies. 

The following melodies are to be harmonised as part-songs 
for S.A.T. and B. 

a. ** Whtn the King ezgoys his own again " (SeTenteenth century) — 



m 



n.rJJ^ i m^ i ^ 



9 * 9 



if'j i J.OJj i iJ^^Jj l ^ ^ 



-d^-ih^ 



|*rrrrJjl.^fri-J^ l rijJ|J,JiJ^ 



6. " Ednig Christian " (Danish Yolkslied}- 



ij i r^j Jif^ 



'' r \ \^ ^f 
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J >^ Uf J J J | J.I>/J J 



' 0* m 

w:^ — ^ 



i 



^ 



r ir^i '\v ^^ 



c. Adagio. (Yolkalied.) 



m 



^ 



rJ i I 



^^m 



■mzzzjt 



-^ 




■^ ^ 






(2. 



^ 



^ 



b'ldJIf^ r r 



^ I > f^ 



v\, [* HfY'lY ^ 



^2 #_ 



:^-g-i('Tr-ri 



^> J J ^ 



^'W r JIJ J ^^Jin^n7~F 




Digitized by VjOOQ IC 



170 



[chap. XXII. 




On HABMONisiMe ppB Stbxng Quabtbt. 
189. It is now advisable that the student shonld turn to the 
harmonisation of melodies for string quartet, as the indi- 
viduality of each instrument will lead to the attainment of 
better part-writing. The string quartet consists of — 1st violin, 
corresponding to the soprano in vocal music; the 2nd 
violin, corresponding to the alto ; the viola, corresponding to 
the tenor; and the violoncello, corresponding to the bass. 
For detailed account of these instruments the student must 
refer to works on instrumentation, as it is here proposed to 
explain only as much as may be necessary to enable him to 
harmonise a melody for string quartet. The downward 
limit of the instruments must be remembered : — 



i 



The lowest note of the violin (hence called 



-= — " Fiddle G ")• 



m 



— The lowest note of the viola. The viola part 
= is always written in the alto clef. 

, y The lowest note of the violoncello. The violon- 

^^ = cello part is written in the bass clef; except in 

-^ very high passages, when the tenor clef is used. 

190. The sound being produced by the friction of the bow 
on the string, it will be evident to the student that the effect 
of a passage will depend on the way in which the notes are 
grouped during one stroke of the bow. Supposing the first 
four notes of the scale of were to be played, they could be 
rendered in one of the six following ways : — 

a, A stroke of the bow to each note. 
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b. Two notes to each stroke of the bow. This would be 
indicated by the slur placed over the two notes, the second 
note being played without the bow giving a fresh accent. 

c. Three notes to the down bow and one on the up bow 
(shown by the slur). 

d. Two notes on the down bow and separate strokes of 
the bow (up, down) for the last two crotchets. 

e. Two notes on the down bow, but while the bow is 
descending a fresh accent given to the second note, thereby 
detaching it from the other. This is indicated by a slur to 
show the length of the bow-stroke and a dot over each note 
to show they are to be thus separated. 

/. Each stroke of the bow might be short and rapid, in 
which case each note, marked with a dot or a dash, would 
become staccato (called ** martel^ " if played with firm bow, 
and ** spiccato *' or " saltato " if with bow springing up). 

A down bow (sometimes marked |_J or fl ) ^^ usual at the beginning 
of a bar to give the necessary accent, an up bow (sometimes marked V ^^ A ) 
usually concluding a bar. 



i 



:^^ 



i 



down up down up. 
d. 



down 



up. 



down 



up. 



/. 



' ff f 



^ 



£ 



down up down. down 



up. 



down up down up. 



The student should carefully study these examples and 
consider what the effect in each case would be. 

The bowing of violin and viola is identical, while that of 
the cello follows the same general plan. When a very short 
staccato is desired the string may be plucked with the 
finger (** pizzicato,'* marked pizz.), the tone then resembles 
that of the guitar. When the bow is to be resumed the 
indication arco is made. ^ 
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191. In order thai a down bow may ensue at the beginning 
of a bar, various plans may be adopted : {g) two notes may 
be slurred (this may occur even between the last note of one 
bar and the first of the next) ; (h) two successive down bows 
may be used, while after a rest any change of bowing may be 
adopted (j). 

(From CampagnoU.) ^^^^^ 



m 



4i4i ' ^ ^r^^ ^ 



H? — * 



9' 

u 



I 



-4 4 j U 



^^ 



h. down down down j. down. 

192. In harmonising melodies for string quartet^ the 
student must endeavour to make each part as interesting as 
possible, giving it individuality. Bests may be introduced, 
little points of imitation or resemblance may be used to give 
unity and character to the harmonisation. The general out- 
lines of the bowing should be indicated, special care being 
taken that the bowing indications represent the phrasing and 
meaning of the passage. Examples : 

Foco adagio carUahUe* Haydn, Quartet, Op. 76, No. 3. 



iN.jiJ^rM^^^ ^ 






dotce^ 



$ 



^ 



¥ 



^ 



dolce. 



im 



F=: - I " F 



^ 



dolce. 



^^ 



^M 



^ 



dolce. 



Digitized by VjOOQ IC 



CHAP. XXn.] OBSERVATIONS ON HARMONISATION. 173 

Mozart, Quartet in 0. 



Andante cantahUe. 



tK ' 'i'';ii' I ii^iii 






;sa!FFS 



mj j'Jij m 



f 



^ 



irlJ^i 



Beethoven, Quartet, Op. 18, No. 5. 
Andante cantabile. 



m 



^=5= 



^ 



sempre pp 



^ 



^ 



^ 



sempre pp 



^ 



sempre pp 



^ 



^ 



a^ 



£ 



^ 



Exercise 29. — Harmomsing Melodies for String Qtiartet. 

The following melodies are to be harmonised for Ist violin, 
2nd violin, viola, and violoncello. The student must 
remember that he is not to write a stiff "figured bass 
exercise/' but a passage with agreeable parts for all the 
instruments. 
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a. Haydn, Qaartet, Op. 71, No. 1. 
Adagio, 



$ 



S^ 



^^^^^^m 



TlffTT^ 



A: 



■j^< ^S# f iii i . f 




r^tf''?JJ}J' 



h, Schubert, Posthoinoiis Quartet in D major. 
J. Andante. 



|3^^^^^lJP?. j l ^ ^^rHf' r Icr i 



f'jjrMlj^ i p^Mr^-(3 i jJ7] 



c. Haydn, Quartet, Op. 76, No. 5. 






=pq 



i 



il te^ 



pn^^tf^r- iH^^ 



dzt: 



fei:» 



W 






/ 



r I I f r M I H 



■^ ^ 



d. Corelli, Third Concerto. 
Crave. 



l44.i. , iiJ jur "r i i '^ 
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^^ 



m 



^^P 



i^'}^ JUTJ i JjnrrrTrcr^'r 



gx^jZB 



^^ '>i>' "^ 




dMb^ 



fff , ^. 
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THREE-PART WEITING. 

198. Although four-part writing is the basis of all nmslc, 
yet in composition it is occasionally advisable to use less or 
more parts. 

194. In Three-Part writing the following rules must be 
observed : — 

Rulel, — The lowest part is always the true bass and 
is bound by the same rules as hitherto. 

Rule n. — ^Every chord should be as complete as possible, 
the omitted notes being those that are least characteristic of 
the chord. 

Rule III. — Equi-distance of the parts is still advisable. 

195. Omissions from chords in three-part writing : — 
Triads.— a. Fundamental position. No note should, if 

possible, be omitted, though the fifth may be occasionally 
dispensed with (see aa), 

Ifwersions. — b. No note can be omitted without producing 
ambiguity (see b). 

The diminished triads, appearing often like incomplete sevenths, are better 
in three parts than in fonr (see bb). 

Sevenths. — c. Fundamental position. Omit the fifth (cc), 
but more rarely the third. 

Inversions f . Omit the third (see d), or root (see bb). 



Omit the sixth or fourth (see e). 



J. Omit the sixth (see/). 
Ninths are not often used in three parts. 

An example of a ninth in three parts will be fonnd in bar 5 of the specimen 
from Sir Hubert Parry*s ** Judith ** given below. Inversions of ninths 
(leading sevenths) will be found in bars 7, 9, and 12. An eleventh will be 
found in bar 4 and a thirteenth in bar 12. 
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Augmented Sixth. — Use the Italian form by preference 
(meh). 

Eleventhi — ^Omit the third, fifth, and ninth (see g). 

Thirteenth, — Omit the fifth, seventh, ninth, and eleventh, 
nsing root, third, and thirteenth (see j). 

a. Triads, i b, InversionB. 



P 



ruuui. I 



^ 



d= 



^ 



-rrt- Q t ri r^ 



Q r - f 



p> f ' \' r 



1 r 



r—r 



M 



^ 



aa. &&. 



=P2Z 



=^=f=z2: 



lEZ 



-r:^ 



c. .Seventh, &o. 



6 5 
4 3 



P 



rJ c) 



J J^l .J 



^ 



s 






r f" r rr 



r 



e= ri n J jn =^ 



P 



i 



7 



8 



6 7 



22 



^ 



-?2I 






^ 



!pa- 



IQI 



7=^ 



rz2= 



-s — 

7 3 

Specimen of three -part writing for two trebles and contralto 
(unaccompanied) — 

From Sir Hubert Parry's Oratorio *' Judith." (Vocal score, page 41.) 



^^^^^m 



Supertonic seyenth. 
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gfczi * I S 



^ 



^ 



PrTf 



I 



rr 



J ;■' 'r'^J'V;^^.' 




Exercise 80.— -On Three-Pa/rt Writing. 
a. Harmonise for soprano, alto, and tenor — 



| i it"Yr'rri'l'r grPrrt ' T l i" i 




6. For two tenors and a bass. 



^m 



Tbe Hunt is np." 



P J. ^I P 



P A l CJ/p^^ 



^Si 



^ 



M± 



S 
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c. Harmonise for two violins and viola. 



179 



Vivace, 



r 



iifir- i riffi- 



_^ From Corelli's Fifth Concerto. 



^m 



^j'lj j- i ^jp ir a' 



^ 



^ 



d. Write a short trio for soprano, alto, and tenor. 

e. Write a short trio for two tenors and a bass. 
/. Write a short trio for two violins and viola. 
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FIVE-PART WEITING. 

196. In Five-Part writing a 2nd soprano or a 2nd tenor 
may be added to the ordinary score for four voices. 
Occasionally a 2nd alto or 2nd bass forms the fifth part, 
though this is less frequent. The two usual methods of 
arrangement are : — 

a. 1st an4 2nd soprano, alto, tenor, bass. 

b. Soprano, alto, 1st and 2nd tenor, bass. 

197. All the general rules of four-part harmony will 
remain in force, subject to the following relaxations : — 

I. The major third may be doubled, though the doubling 

of the leading note should still be very sparingly 
employed. 

II. Hidden fifths and octaves between the middle parts, 

even if the parts move by skip, are often unobjec- 
tionable. 

With the usual exceptions (see Chap. 11., par. 28) hidden 
consecutives between the extreme parts should still be avoided. 

III. Some authors allow consecutives by contrary motion 

in five-part writing, but this device is seldom neces- 
sary, and it is frequently weak and ineffective in less 
than seven or eight parts. 

IV. Grossing of the parts may be used in order to obtain 

good part-writing, but this device should not be 
resorted to in order to escape from some mistake 
that would otherwise arise. 
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198. Eules for Five-Part Writing :— 

I. Keep the extreme parts well separated from each other 

in order to allow the neoessary room for the three 
intermediate voices. 

II. In doubling a note of a chord to make the fifth part, 

select the note that is most independent in its 
progression ; or the note that, by its position, will 
give the greatest resonance to the chord, 
in. Equi-distance of parts will give fulness of effect. 
The widest intervals should generally lie between 
the lower parts, and the smaller intervals between 
the upper parts. 

Parts placed close together in the lower section of the 
harmony will always produce a thick, unpleasant eflfeot. 

199. Examples of chords in five parts : — 

a. Triads (fandamental position). 

-U 



^ 



j i i ^ J 



:g: 



^ 



r 

Jz 



m i r 



4 



»^ 






^^ 



r 

6. Chords of sixth. 



c. Chords of six-four. 




* Octaves by contrary motion. 
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^ 6 

. (continued). Leading and diminished sevenths. 






ra 



4 J. /l 



^ 



^^ 



^^ 



l75 b6 

4 — 
3 — 



e. Ninths. 



J i ii j | ; j i ;).j ^ 






zcij 



I 



^ 



^ 



/. EleventhB and thirteenths. 






ff F' f,^ 



J J -J- 



E^ 



Tiirf * 






^ 



=Etz: 
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g. Augmented sixths. 



i88 



P 






3: 



=1 



f 



M 



^ 



« 



TT 



J."- 






g 



^ 



':iJ. 



-jrtL 



^SE 



crj^triTf 



4 
3 



3 



A. Suspensious. 



iffTf^^",^,';ir;'^^,','ff'i 




A 



7ir Mr rir Mr r ' ' ' 

^ Ts 9 8 6 7 6 6 7 6 L 9 8 9 

47 6 764 56 48^ 78 



^^ 



i-Jl 



7 

543 
4 — 6 



,.9 8 

47 6 
^h 6 



9 8 6 7 6 6 

7 6 4 6 6 

3 — 5 4 

3 2 



9 8 

7 8 

4 3 

2 3 



a. Triads in Fundamental Position. — Any interval may 
be doubled (generally excepting the leading note). 

b. Chords of the Sixth, — Place the sixth in the upper 
part, the third in a middle part, and let the other two parts 
alternately double any of the three notes of the chord. 
One part will be always less smooth than the others. 

c. Chords of the Six-four. — Triplicate the bass (see 
Example c at m), or double the fourth, letting one ascend 
and the other descend (see Example c at n). 

d. Sevenths and their Inversions, — Double the root or the 
fifth, since the other notes, having compulsory resolutions, 
cannot be doubled. 

In the leading seventh and diminished seventh, double 
the third or fifth of the chord, since the bass (being the 
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leading note) and the seventh (being the ninth, major or 
minor) cannot be doubled. 

e. Chords of the Ninth. — As these chords possess five 
notes, it is better to employ all of them ; but if one note is 
omitted it is generally the fifth from the root. In such a 
case the root itself is doubled. 

/. Chords of the Eleventh and Thirteenth. — In these cases 
the chords are so rich in sounds that five distinct notes 
can usually be chosen. In that of the secondary seventh 
on the supertonic, which is frequently regarded as the eleventh 
with the root and third omitted, the treatment becomes that 
of the ordinary seventh, the supertonic (the apparent funda- 
mental), or the submediant (the apparent fifth) being doubled. 

g. Augmented Sixths. — The Italian sixth is seldom used 
in five parts. It would be necessary to triplicate the third of 
the chord (see Example g at ^). The French sixth is used 
most readily with the fourth doubled (see Example g at q) 
since, as that note is a root, it is independent in its pro- 
gression. The German form, when used in five parts, has 
the third doubled (see Example g at r). In the resolution 
both these thirds may remain stationary, or one may leap. 
In Example g at s, the French form of the augmented 
sixth on the flattened second is used. 

h. Stispensions. — In the resolution of suspensions in five 
parts, some authors allow the note of resolution to be heard 
with the suspension, provided such note of resolution is 
approached and quitted in ascending — i.e., in contrary motion 
to the downward movement of the suspension, but it is 
rarely effective and often harsh. An example will be found 
at the end of Example h, between the tenor and soprano 
at t. It is, however, frequently possible to double the note 
of resolution in another part, when such resolution has taken 
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place (see the second bar of Example h, between the tenor 
and alto). 

200. It is not proposed to treat of writing in more than 
five parts, such study being only necessary in the work of 
advanced students. The object of this Harmony Course will 
have been attained if it is able to furnish some aid to the 
fiiUer appreciation of the study of harmony, not as a series of 
mere mathematical exercises, but as the groundwork of all 
that is beautiful in the art of music. 



Exercise 81. — On Five-Part Writing. 
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Harmonise for two sopranos, alto, t«nor, and bass. 
(2. Chorale, *' Nan komm, der Heiden Heiland/' Luther. 
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Harmonise for two violins, two violas, and violoncello. 



Adagio from Mozart's Quintet, No. 8, in G minor. 
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Whte for two yiolins, 'riola, and two 'violoncellos. 



Adagio from Sohnbert*B Quintet, Op. 163. 
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APPENDIX. 

HINTS OR THE TBAININQ OF THE EYE AND EAB 
m THE STUDY OF HABMONY. 

* 



UxiASS the student is able to recogniHO and name those 
chords which he hears, and also, when reading a succession of 
chords with his eye, to hear them at once in his mind, the 
working out of harmony exercises becomes merely like a 
musical sum, and is of little or no art value. It has rightly 
been said that he only is a weU-trained musician who can 
<*hear with the eye and see with the ear." Though this is a 
natural gifi granted to many, yet the power to acquire it is 
within the reach of all who will show reasonable assiduity in 
its acquisition. Towards this result the following few hints 
are added to the foregoing pages, in order to show the 
student and the teacher upon what lines it is simplest to 
work. 

Harmony, following the basis of all music, makes all its 
chorda primarily related to one note — the tonic of the scale. 
It gives an abstract form of a scale applicable to all keys, such 
scale being represented by the terms: — Tonic, Supertonic, 
Mediant, Subdominant, Dominant, Submediant, Leading- 
note, Tonic. The student should study the training of the 
ear and eye by means of this abstract representation, and 
having thus mastered the degrees of a scale he should apply 
such abstract knowledge to the various keys — ^major and 
minor. 

" Hearing with the eye" is the converse action to *^ seeing 
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with the ear," and the ability to hear mentally will always 
go oononrrently with the power to analyse and name sonnds 
or chords. The power to name notes or chords by "absolute 
pitch " is a gift, and where, as in the majority of cases, it is 
not naturally possessed, it can only with great difficulty be 
acquired by the gradual location of the pitch of one sound in 
the mind — such, for example, as the note A for instru- 
mentalists (since an orchestra tunes to that sound), or G for 
vocalists. The naming of intervals and chords ** relatively " 
by their sounds (t.^., in their relationship to their tonic) 
is a power that can readily be acquired ; and when, upon 
the tonic being given, the ear can detect such actual sounds, 
it will be easy for the eye, reading from the printed or written 
paper, also to suggest or reproduce those sounds in the mind. 
The student's first step must be to aoqmre the power to 
recognise intervals when they are sounded. In regard to 
the degrees of the major scale, there are two classes of notes. 
The degrees included in the tonic triad are all so satisfactory 
to the ear that, in listening to them, the mind can rest 
satisfied without feeling any necessity for further progression. 
Of the intervals of the tonic chord, the octave unites the 
sounds so perfectly that the two notes almost sound as one 
and hence the octave is the easiest of recognition by the 
ear and of reproduction in the mind by the eye. The 
perfect fifth — between the tonic and dominant — while 
sounding bare and empty, yet contains an element of bright- 
ness peculiar to the fifth degree of the scale. The sound of 
the major third — between the tonic and mediant — is at once 
recognisable by its quiet, calm, and restful effect. On these 
sounds only — octave, perfect fifth and *third— can the ear 
rest satisfied without a desire being awakened for farther 
progression. 

* Major or minor, as will sabseqaently be shoim. 

Digitized by VjOOQ IC 



APPENDIX. 191 

Ex&roise, — Strike on the pianoforte octaves, perfect 
fifths, and (at present) major thirds, and try to 
realise their essential characteristics. 

Whenever possible the student should also get someone 
to play these intervals to him, and he should endeavour 
to name them as they are played. Finally, he should write 
them down on paper and try to recall to his mind their exact 
sounds. These three phases — splaying oneself, naming when 
others play, and imagining the sound in the mind when 
looking at printed or written music — should be scrupulously 
carried out in all subsequent exercises. 

While the three intervals of the tonic chord (octave, fifth, 
and third) each satisfy the ear, the remaining four intervals 
of the major scale are incomplete in their effect, and require 
further progression before the ear is at rest. 

The major second seems to demand that the lower note 
should fall one degree, and by this peculiarity its sound can 
be recognised and reproduced in the mind. 

Eicerdse.—Vl&j major seconds in various positions on 
the keyboard. Also play their constituent notes, 
one after the other. 

The perfect fourth, when between the bass and an upper 
part, is a discord (see par. 18, page 5), and hence the ear 
demands that the upper note should /aZZ to the calm mediant. 
Moreover, the student will notice that the fourth degree— 
the subdominant— always produces a dull effect, in marked 
contrast to the brightness of the dominant. These two 
characteristics — a tendency to fall to the mediant and 
dulness — make the subdominant itself and the perfect fourth 
(I. — IV.) always easily recognisable. 

Exercise— Soxmd perfect fourths as intervals (sounded 
together), or as melodic passages (sounded one 
after the other). 
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The major sixth, between the tonio and sobm^ant, also 
sounds incomplete to the ear, and seems to demand that the 
upper note shonld fall to the dominant. It can thus be 
recognised as the note beyond the dominant and as requiring 
to faJl to that note (the dominant). 

Exercise. — Play sixths in various keys, playing the two 
notes simultaneously or separately. 

The leading note, from the peculiarity that its ireryname 
implies, is most easily recognisable by the ear and repro- 
duoable in the mind by the eye — ^since its tendency is to lead 
home (or upwards) to the tome. Even T^hen both notes of 
the mtyor seventh are etrock toge&er the same upward 
tendency is felt. 

Exercise, — ^Play major fievanths as intervals and as 
melodic passages. 

The eupertonic has leequently, in melodic passages, a 
marked tendency to fM to the tome. The aimden^ ahonM 
now endeavour to name {by their degree-names) short 
melodic passages of four sounds, when played to him, 
ascertaining each note by means of its mental effect. Having 
then written down such short passages by their degree-names, 
he should read them with his eye and reconstruct their 
sounds in his mind. Lastly, the player should name the 
key in which he is playing the tests, and the student 
should name the notes played in that key — ».6., he should 
adapt his abstract knowledge of degree effect to the definite 
pitch to which he is listening. Thus, if, in the key of D, 
the notes D, G, F sharp are played, he will recognise the 
sounds as tonic, subdominant, and mediant, and, translating 
that knowledge into the key of D, he will name the notes 
as D, G, F sharp. 

The minor Bcale includes lour moce intervals from the tonic. 
The minor tonio chord contains the minor third. This sound 
is easily distinguishable from the major third, sinee, though it 
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still Bounds oalm and reetfiil, it possesses a more mournfdl 
eflfoot. 

Exercise, — Sound major and minor thirds in yarions 

positions. 
The minor second produces so strong a discord that it is 
easily recognisable, the lower note wanting to £a>ll a whole tone, 
while melodically the flattened second degree appeals to the 
ear as the nea/rest sound above ihe tonic. The minor sixth 
is also an easy interval to recognise, since, compared with the 
major sixth, the flattened sixth has a much stronger tendency 
to fall to the dominant. As students of harmony know, this 
flattened sixth of the scale is most frequently the dominant 
minor ninth of the key, and, as such, it always falls to the 
dominant. Hence the strong feeling of a minor sixth wanting 
to fall to the fifth degree, by which characteristic it can 
be readily recognised. 

Exercise. — Sound minor seconds at various pitches. 

Sound minor uxths, marking tihe tendency of the 

flattened sixth to fall. 
The interval of the minor seventh appeals to the ear by its 
resolution invoking the progression of both sounds^ the upper 
sound requiring to foM a degree and the lower sound to rise 
afov/rth (like a dominant rising to a tonic). 

Exercise. — Sound minor sevenths, recognising the desire 
of both notes to move in resolution. 

There remains one more interval from the tonic — ^viz., 
the diminished flfth, from the tonic to the flattened dominant 
(as G to G flat). This interval — like the minor seventh — is 
also recognisable through the progression desired by both 
sounds ; but the distinguishing feature here is the desire of 
the lower note to move a second only. If the ear realises the 
sound as the flattened fifth* the notes will express a desire to 
approach each other; bat if the ear detects the upper note as 
the sharpened fourth, the notes will tsrant to move awa^ from 
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each other. The student has now the knowledge necessary 
to appreciate by ear and reproduce to the mind by the eye 
the usual intervals from the tonic. 

Tabli of IntebyaiiB, with thx Etfects whebbbt thit wly 

bb ikcoomibed. 

Octave, — The perfect imion of the two sounds so that they ahnost sonnd as 

one. The ear at rest. 
Ma^or Seventh, — The upper note, as the leading note, wiU require to asoend. 
Minor Seventh. — Both notes wiU require to move ; the npper down one degree, 

the lower Skfowih npwards. 
Major Sixth. — The upper note will have a tendency to fall to the dominant. 
Minor Sixth. — The upper note will have a very strong tendency to fall to 

the dominant. 
Perfect Fifth. — The interral wUl sound bright. The ear at rest. 
Diminished Fifth. — Both notes will require to move totoarda each other by 

the interral of a second. 
Augmented Fourth. — ^Both notes will require to move aioay from each other 

by the interval of a second. 
Perfect Fourth, -^The upper note requires to fitU a degree to the mediant. 
Major Third, — ^A calm, peaceful effect. The ear at rest. 
Minor TJUrd, — ^Peaceful, but more melancholy. The ear at rest. 
Major Second, — A dose discord, the lower note requires to descend a 

semitone. 
Minor Second, — ^A fierce discord, the lower note requires to descend a 

whole tone. 
The student should now be able to analyse by ear, or 
reproduce in his mind, the sounds of short passages in two- 
part harmony, at first treble and alto, or tenor and bass, 
and subsequently treble and bass. 

Table anriNa the Habmonic Tendbnozes of the SoALB-DBaBBBs. 
Tonic, — At perfect rest. 

Leading Note, — Requiring to aecend to the tonic. 
Submediant, — Bequinng to fieJl to the dominant as the nearest note that 

satisfies the ear. 
Dominant. — ^A bare, bright note, but satisfactory to the ear (t.«., not like 

sixth or seventh degrees, demanding further progreadon to complete 

its effect). 
Subdominant, — ^A dull sound requiring to fall to the mediant. 
Mediant, — ^A calm, peaceful sound on which the ear may rest. 
Supertonic, — Requiring tofaU to the tonic. 
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The tonic, mediant, and dominant have been called the 
*< strong" notes of the scale, since each individually satisfies 
the ear; the snpertonic, snbdominant, submediant, and 
leading note, the " weak " notes of the scale, since each desires 
farther progression to complete its effect. Exercise 1, letter 
h (page 6), will afford good practice in this respect. 

It is not possible to treat the melodic side of ear and eye 
training beyond these few hints in this book, but if they 
are assiduously applied they will greatly assist the student. 

The combinations of sounds in chords may be classified 
into three groups. The first group consists of the chords 
which satisfy the ear and sound complete in their effect ; to 
this class belong the primary triads and the secondary triads 
that are minor. The second group contains those chords 
which, though not complete in their effect, contain no 
discord to fetter them essentially m their future progression ; 
to this class belong the first inversion of the triads — the 
chords of the sixth. The third group consists of those chords 
which contain such dissonances as limit them in their pro- 
gression, compelling them to pass to certain other chords ; 
this latter class is the easiest of recognition by the ear and 
of reproduction in the mind by the eye. These three groups 
will now be treated separately. 

Group I. contains those chords which in themselves satisfy 
the ear. Starting with the tonic chord, the student must 
first make himself thoroughly acquainted with its sound, 
and with its three melodic effects— according as the root, the 
fifth, or the third of the chord is in the treble. The chord, 
with its root in the melody, partakes of the essential quality 
of the tonic and typifies perfect rest. If the student plays 
the tonic and dominant triads as given in Exercise 2 (page 18), 
he will at once appreciate that as strongly as the tonic typifies 
rest, the dominant typifies TtioUon and demands a return to a 
state of rest. 
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Exerdse.^het Exercise 2 (a to/) be played over and 
written doTm by the student. He should analyse the 
chords both by their harmonio and by their melodic 
effects. Subsequently he should read over his work 
with the eye and endeavour to reconstruct in his 
mind the sounds of the chords. These two phases 
of exercise should be carried out in all harmony 
ear-and-mind work. 

The subdominant chord should next be learnt. Special 
notice must be taken of the lack of brightness in the chord 
as in the degree itself. It has been called the solemn chord. 
Exercise B {a to d) should now be treated similarly in the 
manner adopted in Exercise 2. 

Having now acquired the ability to write down on hearing, 
and reproduce in the mind on seeing, the notes representing 
the sounds of the primary triads, the student should test his 
knowledge by turning to very simple music, such as would be 
found in an instruction book for the piano, and on reading 
it with the eye he should find that he has already the power 
of mentally hearing the music. Exercise 4 (6 to e) will also 
prove useful. 

The primary triads in the minor key will possess no fresh 
difficulty, since the ** sadder " nature of the minor third will 
distinguish it from the major third, while the flattened sixth 
degree in the minor subdominant chord will more imperatively 
demand, than in the case of the major subdominant chord, 
that such flattened sixth should descend to the dominant. 
Exercise 8 (page 29). 

The secondary triads in the major have now to be similarly 
learnt — viz., the triads on the supertonic, mediant, and 
submediant. Here a certain tendency of chord progression 
sometimes assists the student. Thus (see par. 87) the super- 
tonic frequently leads to the dominant, the mediant to the 
"nbdominant, tixe submediant to the supertonic, mediant, or 
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downwards, by degree, to the dominant. Exercise 5 (^ to I). 
In the minor, the secondary triad on the sabmediant ab<Miid 
be casefally learnt. All the chords thus far given are 
complete in their effect on the ear and the mind. The 
student may note that they are all in root positions. 

Group II. contains those chords which^ though incompl^e 
in their effect, yet contain no discords which limit their 
progression. The first inversions of the triads mostly belong 
to this class. The student should play the triad of G in its 
root position and it will seem complete ; then he should play 
its first inversion, as a chord o£ the sixth on E ; it will at once 
sound incomplete, although the ear accepts it as being free 
in its further progression. 

Exercise. — Tarious chords and their first inversions to 
be played, the student to name or write them. 
Afterwards, he should endeavour to read with the 
eye the passages written, and imagine the sounds 
in the mind. 

The first inversions of the primary triads in the major key 
produce minor sixi^s, while those of the secondary triads on 
the supertonic, micdiant, and submediant produce major 
sixths. This appreciable difference is also of use in ear 
recognition and mental reproduction of this group of chords. 
Exercise 11 (a to d and h to j). 

Group III. consists of those chords which, containing 
discords, are not free in their progression. Through this coni- 
pulsory demand made by the ear in regard to their resolution, 
they are the easiest lor the student to leain to recognise and , 
to mentaUy r^roduce. 

Those secondary triads which are diminished (on the 
leading note in the major and on the supertonic and leading 
notes in the minor) commence this group. The student 
should note what is stated in pars. 40 and 47, and he 
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Tdll readily be able to recogiiiBe by the ear and mentaUy 
reproduce these chords. Exercises 7 (a) and 9 (a to d). 

The second inversion of the triad belongs to this class, as 
it contains the discord of the fourth between the bass and ao 
upper part (compare par. 18, page 5). The way in which 
the ear naturally demands that the 6-4 may be followed bj 
a 5-8 on the same note (see par. 62) removes all difficulty 
in distinguishing this chord. 

Exercise. — Second inversions to be played and the student 
to realise the downward tendency of the sixth 
and fourth. Exercise 12 {d to h) may also be 
dictated and afterwards read through by the eye 
and mentally reproduced. 
The dominant seventh must then be acquired by both the 
ear and the mind. In its fundamental position, the natural 
tendency of the dominant in the bass to proceed to the tonic will 
be at once noticed ; this will help towards its speedy recogni- 
tion. In the inversions, the mental effects of the degrees on 
which they are found will aid in determining their character- 
istics. Thus the first inversion of the dominant seventh (6-5) 
is on the leading note, and such leading note will cause the 
bass note to desire to me. The second inversion is on the 
supertonic, and hence the bass note will desire to fall. The 
third inversion is on the subdominant, and hence the bass 
note will desire to fall to the mediant. 

Exercise.— BomiaQjit sevenths and their inversions to 
be played, and the student to learn to recognise them 
by ear. Subsequently he should write some of them 
down and endeavour to reproduce them mentally. 
Exercise 14 (g to I) and 15 (n to $) may also be 
dictated, and, when written down, may be read 
through by the eye and reproduced in the mind. 
Chromatic sevenths, from their compulsory resolutions, 
will offer slight difficulty (see pars. 107 to 109) ; and having 
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mastered these by ear and eje, the student should take up 
the ninths, major and minor. 

It is only thus, by the gradual and systematic study of the 
bounds of all these chords, that he can possibly hope to be 
aUe to reproduce them mentally. It is not necessary to carry 
these few hints beyond this point, for the student will at once 
perceive that the same principles that have been suggested 
here in these initial exercises should be carried out throughout 
the whole study of harmony. 

The teacher is very strongly urged to recognise that old 
essential maxim of good teaching — the Fact must precede the 
Sign. If he will make his pupils realise the sound of every- 
thing that he explains, so that they may adequately associate 
sound and symbol, then he will find that the hearing of the 
mind through the eye will be steadily acquired with each section 
of the work accomplished. A colour-blind painter could not 
paint a picture, neither could a mentally tone-deaf student 
write a musical art-work; but while colour blindness is 
incurable, mental tone-deafness is speedily overcome, if the 
teacher will work intelligently, never neglecting in every 
lesson to train the student to appreciate the acPual sound of 
every chord explained, so that his pupils may be able to 
detect them when they are heard, and to reproduce them 
mentally when they are seen. 
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